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by Robert Rauschenberg
-y hat you see on the front and back covers of today’s maga-
Wmna is not a mistake. It is, in fact, two pages out of art and
a pub\nhmg history. It is the first time an original work of art
‘has been printed by a newspaper. Until today, newspapers and mag-
azines have merely reproduced works of art. Today’s cover is not a
reproduction. It is the largest edition (about 650,000) of an original
. artwork ever printed. It was created for you by Robert Rauschen.
berg, considered by many the finest artist in the United States. For
‘more about Rauschenberg and about how the cover was created, see
the story by Calvin Tomkins on page 20.

Ten Years And Counting
by Charles Whited
On this last Sunday of the 1970s, The Herald’s thought-
ful columnist recalls the decade in a frank and unusual
- way. He tells how the events of the last 10 years have
‘changed his life and the way he thinks. He wonders, among other

lings, about technology, energy, God, the changing faces of South
Florida and “The Perfect Peace.”

Public’s Private Views
by our readers
&%) There is more to the previous decade than what was re-
in the newspaper. Parents have died, children
have been born, marriages have been made and broken.
, personal essays, our readers share the news of their life.

The way we see it, these new: Jantzens
are going to make the beach a very popular
place. And popular you in tropical prints
never looked sunnier. Soak it up! In Jantzen.

See them im i
by Al Burt ee them now at Swim 'n Sport. Fits your

0 - o ‘ body like the water, fits your life style like
earn only so much about OtIIr:ell‘\lfeS‘})y ]g:}hng the sun!
must look ahead, too. Our “In Florida™ colum- : .
some educated guesses about how the events Fu“;dwjzs';'g,geéé%cl’f‘r; $30
i ct our fortunes, =~
 will agfact@r § 3 Mio, |0-16, $32
et -l Foople ... 4 o R A, Molded Cup

S PO . : . 20 T Skirt, M-L, $36

Originalized for you at

Doris Mansour, editorial assistant o
- Ray Bubel, art assistant - s
~ Elvalee Swift, People eto. editor Mail orders accepted.
John Doman, photographer
Bonnie Linton, advertising manager Miracle Mile * Broward Mall »Hollywood Mall * Diplomat Mall

£ s 163rd Street Shopping Center + Dadeland Mall » Westland Mall *Omni
Represented by Knight-Ridder Newspaper j o
i N&Iq;;ars. Inc. Contents of Tropic Photograph taken at Fontainebleau-Hiltn Hotel,
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that included flattened umbrellas,
license plates and flashing
bulbs? A sculpture whose cen-
: ¢ e was a stuffed angora
goat with an automobile tire

ound its middle? He had to be
ht? The younger artists
They saw that in
- did, Rausc!
a question: What is art?
more energetically
_else, with greater wit
ce and imagination.
he would have to be

Americans, Rau-
up in a place where
s did not arise. As a
Arthur, Tex., it never
im that his ability to

The man
who created the
most publicwork
of private art
in history

By CALVIN TOMKINS

ing from the model, he had painted
a maze-like design in white, with
numbers scratched into the pig-
ment with a lead pencil. Rauschen-
berg never forgot Kantor's reply:
“Kantor said it wasn’t his sort of
thing, but he didn’t see any reason
why I shouldn’t be doing it. His at-
titude was, ‘Well, why not?'

Not many artists were as loose as
Kantor in those days. Abstract Ex-
pressionism was fast becoming the
dominant school. Soon art students
all across the country would be im-
itating the agitated brushwork and
the “spontaneous” dripped or spat-
tered look of paintings by Jackson
Pollock and Willem de Kooning,
the first American artists to
achieve an internationally ac-
claimed new style. Rauschenberg
took a lot from Pollock and de
Kooning, but he rejected a lot
more. The Abstract Expressionists
wanted their paintings to evoke
the powerful emotions they felt
while painting them. Rauschen-
berg had no urge to make his emo-
tions the subject of his pictures. ©
felt they ought to be more interest- _j
ing than that,” he said.

Rauschenberg wanted his pic-
tures to be part of the real world
he saw around him. Not imitations
of it, not representations or recrea-
tions, but real objects with a life
of their own. “I think a painting is
more like the real world
if it's made out of
the real
world,”
he said.
He was
living on
the Lower East
Side of Manhattan
at the time, and he
had no money, so the “real
world” that got into his pic-
tures took the form of personal dis-
cards (a torn shirtsleeve or necktie;

picked up on the street (as every-
one knows, you can find anything
on a New York street). His motive
was curiosity: to find out what
made a picture, The Cubists had
invented collage. If it was all right
to put a fragment of printed oil-
cloth or newspaper into a painting,
as they had, then why not an old
sneaker? Why not the quilt from
your bed, for that matter, as Rau-
schenberg did in his notorious Bed
(it was spring, and he didn’t need it
for sleeping). Why not an angora
goat bought from a junk dealer for
$15 down, the rest on account? If
his motive was curiosity, his basic
theme- was “multiplicity, variety,
and inclusion,” as he phrased it.
Rauschenberg excluded nothing on
principle. It was all part of his big
question: What is art?

People used to know what art
was, or to think they did. Art had
two sides, public and private. Pub-
lic art was educational. It taught

| a family photograph) or things he

you which gods to worship and
why, or reminded you of leaders
and battles and acts of state. Pri-
vate art was a form of wealth. Rich
patrons engaged artist-artisans to
make beautiful objects (paintings,
sculptures, chairs, gravy boats) that
would embellish their households
and make them feel even richer.
Things got confused toward the
end of the 19th Century, when so
much wealth was redistributed and
8o many artists decided to work for
themselves rather than for some
beastly bourgeois. Public art went
into a long decline. Private art be-
came more and more private, i.e.
more incomprehensible to everyone
but artists and critics. The whole
concept of beauty was out the win-
dow.

In our century the confusion
vastly deepened. Public art ceased
to educate, or even to reflect ofti-
cial attitudes; the notion of “inter-
preting” art became all but mean-
ingless. Private art did not cease to
be a form of wealth, of course, but
embellishment was not what it had
in mind. (“No, painting is not
made to decorate apartments,” said
Pablo Picasso. “It is an instrument
of war, for attack and defense
against the enemy.”) With Abstract
Expressionism, the private struggle
of the artist was what mattered;
the painting was a record of that
struggle, and the struggle often
seemed more important to the art-
ist than the painting did.

Rauschenberg’s whole career has
been in one sense a breaking down
of the barriers between art and life,
public and private, the self and the
world. Instead of looking inward,
into his own feelings and emotions,
he looks out at the life around him,
the noisy, immediate, tangible life
of city streets and billboards and
politicians and athletes and every-
day supermarket rush-hour late
20th Century existence. For a peri-
od in the 1960s he more or less
moved out of painting and into
theater and dance, working with
others to create stage activities
that involved a lot of random
movement, and therefore seemed
to him closer to real life. He was
one of the founders of Experiments
in Art and Technology (E.A.T.),
an organization designed to bring
artists together with engineers for

the creation of works that made
. use of advanced tech-
N nology. He also

Rauschenberg’s most famous
sculptures, which features a goat

and a tire; opposite, hé works at The
Herald, using photostats to prepare one of
four overlays which. make. up today’s cover. -

Pl
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For Rauschenberg,
Cape Florida on Key Biscayne.

the first step in the creation of the cover was to make photographs of South Florida. Here, he
He also visited parts of Miami, Coconut Grove, Coral Gables and Miami Beach.

S

searches for images of

started CHANGE, Inc., an emer-
gency fund for artists to which his
$1,000 fee for today’s cover has
been donated. His pictures were
selling for anywhere between
$20,000 and $100,000 by then, so he
could afford to do other things.

He experimented with lithogra-
phy in unheard-of ways, taking im-
pressions of leaves and flowers and
old lead type faces, pushing the
medium to see how far he could
take it. In 1968 he assembled a 54-
foot-long collage drawing called
Currents, made out of clippings
from daily newspapers; it was an
attempt to sum up in graphic form
the legacy of the 1960s, that cata-
‘strophic decade that saw so many

worlds overwhelmed by the
immediacy of public events. He
had come to think of himself as an
artist-reporter responding to the
news from the Apollo moon landing

- to the death of Janis Joplin. It was

at

i~ eV
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with this in mind that the National
Collection of Fine Arts in Washing-
ton, D.C., decided to make its Bi-
centennial exhibition. in 1976 a
massive Rauschenberg retrospec-
tive. No other American artist
could approach him as a witness to
his time.

An artist who keeps in such close
touch with the world around him
could hardly help being interested
in the technology of mass commu-
nications. Rauschenberg was imme-
diately receptive, therefore, when
Leon Rosenblatt, the art director of
Tropic, got in touch with him re-
cently at his Florida home, on Cap-
tiva Island, about designing the
decade-end issue. Rosenblatt, a
31-year-old Miamian, is an artist
himself. While working at freelance
illustration in New York, he be-
came fascinated by the idea of
using large photostat cameras (de-
signed for commercial reproduc-

tion) to make original works of art
that could be produced in huge
quantity: “Stat-Art.” It took him
two years to work out the complex
process, which he did as a master’s
thesis project at the University of
Miami. The Herald, meanwhile,
was in the process of changing over
from rotogravure to offset reproduc-
tion, and had already acquired the
largest and most advanced photo-
stat cameras made.

When Rosenblatt joined The
Herald in 1978, he went to work on
his boss, Lary Bloom, to give Stat-
Art a tryout, with Rauschenberg as
the pioneer artist-in-residence. The
result is this week’s cover: an origi-
nal Rauschenberg, using images
from photographs he made around
South Florida, laid out by the art-
ist, photostated to size in The Her-
ald’s editorial art department, su-
pervised by him at every stage of

_t_he printing process, and distribut.-

ed in an edition of more than
600,000 copies. Surely the most pub-
lic work of private art in history.
But can it really be art? The
Sunday paper?
Can you think of any reason why

Look at it
this way

_ Now that you have an original

work of art in your house, what
do you do with it? You could, of
course, put it in the garbage. Or,
you could frame it and put it
over the fireplace.

How to frame it? Simple.
Opgn the magazine, lay it flat
against a piece of rag board (a
backing available at frame|
shops) and frame the entire

magazine under glass.
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The Big Show

1n

Venice

by Calvin Tomlkins

How Americans learned to play a win-
wing hand in the politics and intrigue
of the international art world, at the
Biennale competition.

For a good many years now, the general edgi-
ness of the U.S. government toward American
avant-garde art has been an established fact. The
beginning of a change in this attitude became ap-
parent under the Kennedy Administration, but a
great deal of the old suspicion remains. For this
reason the recent American triumphs at interna-
tional exhibitions have even more significance
than might have appeared otherwise. At the Sio
Paulo Bienal in 1963, one of the major awards
went to Adolph Gottlieb, the New York abstract
expressionist, while at the 1964 Venice Biennale
the international grand prize for painting was
awarded, for the first time in the history of that
venerable institution, to an American artist, and
an advanced one at that—the thirty-nine-year-old
post-abstract expressionist Robert Rauschenberg.
Moreover, since the U.S. exhibitions were sent
abroad under the aegis of the United States In-
formation Agency, the most intriguing aspect of
the situation is that the government has shown
itself to be more kindly disposed toward the new,
the bold, and the “modern” in art than the Mu-
seum of Modern Art, which had formerly spon-
sored both undertakings.

The Venice Biennale can be taken as a case in
point. When the Museum, for financial reasons,
dropped its sponsorship of the Biennale exhibi-
tions, it was generally supposed that the USIA,
then headed by Edward R. Murrow, would simply
foot the bill and ask the Museum’s officials to put
together the show as before. Instead, the agency
made discreet inquiries around the art world, and
then gave the job of assembling the Venice show
to Dr. Alan R. Solomon, a highly gifted art
scholar who had proved during his previous year
as director of the Jewish Museum of New York to
be one of the most active and influential cham-
pions of the new, post-abstract-expressionist cur-
rents in American art. The Jewish Museum
granted Solomon a leave of absence and agreed to
act as co-sponsor of the Venice exhibition.

I had lunch with Dr. Solomon shortly before he
left for Venice to start installing the show, and
he told me that, far from trying to impose a
cautious conservatism, the USIA had given him
virtually complete freedom to do what he wanted.
“They asked me whether I wanted to take the re-
sponsibility all on myself, or whether 1T wanted
to have a committee appointed to protect me,”
Solomon said. “I told them I wanted to take full
responsibility. They said that’s what they’d hoped
I’d say, and that’s the way it’s been.” Solomon
attributed the agency’s open-mindedness to sev-
eral factors, notably the enlightened leadership of
Murrow and the tact and intelligence of Lois
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Bingham, who, as Chief of the Fine Arts Section,
Exhibits Division, of the USIA, has been working
for several years to develop greater respect
within the government for the work of contempo-
rary American artists. Most of all, though, he
attributed it to the new cultural tone of the Ken-
nedy Administration.

Shortly after his appointment as director of the
exhibition, Solomon flew to Venice to confer with
Biennale officials about enlarging the exhibition
space for the American show. The American
pavilion, an uninspired Georgian box put up in
1929 by Grand Central Art Galleries, which spon-
sored U.S. exhibits there until the Museum of
Modern Art took over in 1954, is one of the small-
est on the Biennale grounds. He arrived in Paris
the day President Kennedy was shot. “I didn’t
know whether to turn around and go home right
then and there,” he told me. With everything sud-
denly uncertain, he went on to Venice. The project
of enlarging the U.S. pavilion, for which the
architect Philip Johnson had already volunteered
his services, was obviously out of the question
now; appropriations for the job would be in doubt,
and with only five months until the Biennale open-
ing, any delay would be fatal. The Biennale offi-
cials said No to Solomon’s request for extra space
in the large Italian pavilion—too many new coun-
tries were requesting space already.

Solomon then inguired about space outside the
Biennale grounds, which are located toward the
end of the main island at some distance from the
center of the city. This was possible, he was told.
He looked at several buildings, but nothing
seemed at all suitable until he was shown the
former U.S. Consulate building on the Grand
Canal. Officially closed the month before as part of
a State Department economy measure, the build-
ing was still U.S. property. Furthermore, it was
located in the heart of town and, most important,
the Consulate’s series of cool, attractive salons
and offices downstairs struck Solomon as being
just about ideal for the paintings he wanted to
exhibit. Before making a final decision, he had to
make sure that any works hanging in the Con-
sulate would be officially considered part of the
1. S. Biennale exhibition. After receiving what
he considered adequate assurances on this score,
he took measurements of all the rooms, left fur-

Calvin Tomkins will have two books published
this spring: ome, e collection of four profiles
called “The Bride and the Bachelors” : the other,
about the Lewis and Clark Trail. He is @ staff
writer for “The New Yorker” and was formerly
w general editor of “Newsweel.”
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ther negotiations in the hands of our Embassy in
Rome, and headed home feeling that the best
possible solution had been found to the problem
of space.

When I had lunch with Solomon last May, just
before he returned to Venice, his feelings about
the show went well beyond the merely personal
and aesthetic; he obviously hoped that a major
success at the Biennale might influence favorably
the government’s whole attitude toward con-
temporary art in America. Solomon is a slim,
well-tailored young man with a neatly trimmed
beard and a quiet, low-pitched voice that occasion-
ally reveals a note of inner intensity. The USIA,
he told me, had been 100 per cent cooperative
during the months of preparation. There had
been no change of heart under the new Adminis-
tration, and no one had tried to interfere with his
choice of artists or works. The exhibition would
include more than ninety works representing
eight of the most advanced artists of the present
period: four “germinal” painters whose work had
become the major sources of significant develop-
ments in U.S. art (Robert Rauschenberg, Jasper
Johns, Morris Louis, and Kenneth Noland) ; and
four younger artists whose work showed the pro-
liferation of these ideas (Jim Dine, Claes Olden-
burg, Frank Stella, and John Chamberlain).

Solomon disclosed that he had two major goals
in mind for the Venice show. The first was that
Rauschenberg should win the international grand
prize for painting. “The idea hit me when I first
took the job on,” he said. “I suddenly said to my-
self, ‘My God, America could win the Biennale
this time with Rauschenberg.” Of the two im-
portant international prizes at the Biennale, one
usually goes to a painter and the other to a
sculptor, and since the Biennale was inaugurated
in 1895 only one American had ever taken one of
these, Alexander Calder, for sculpture, in 1952,
(In fact, the only two Americans to win painting
prizes of any kind at Venice have been Mark
Tobey in 1958 and James McNeill Whistler in
1895, the first year.) Since 1948, the grand prix
for painting has gone almost without exception to
School of Paris artists with impregnable reputa-
tions: Georges Braque in 1948, Henri Matisse in
1950, Raoul Dufy in 1952, Max Ernst in 1954,
Jacques Villon in 1956, Jean Fautrier and Hans
Hartung in 1960 (no sculpture prize that year),
and Alfred Manessier in 1962. The spectacular
rise of the School of New York, from Pollock and
DeKooning to Rauschenberg and Johns, had not
as yet received the slightest notice from the
juries of the Venice Biennale.

Solomon’s second major goal was to put on a
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100 THE BIG SHOW IN VENICE

show that would convince Europeans of the
strength and diversity of current American art.
“l want this show to do for Europeans what the
Armory Show did for us back in 1913,” he said,
with a flash of that inner intensity,

Gathering Chaos

It struck me at the time that this double-barreled
assault might be overly ambitious. The usual
Biennale practice, 1 had heard, when a country
has someone it considers a candidate for one of
the top prizes, is to place most of its emphasis on
that artist and go all out in the behind-scene poli-
tical struggles. Solomon was well aware of the
political maelstrom in which he would soon be
operating, but he seemed determined and reason-
ably confident. I wished him well, and immediately
began making arrangements to go over and see
how he made out.

By the time I arrived in Venice in mid-June,
a week before the official opening, the rumor
market was in full swing. A sizable number of
artists, dealers, collectors, museum officials, art
critics, and journalists had preceded me, and most
of them could be found every day at noon, at
7:00 p.M., and again around midnight sitting on
the terrace of the Caffé Florian at the Piazza San
Marco, the headquarters of the Biennale crowd.
One heard Rauschenberg mentioned again and
again, but usually in an also-ran context. “He
ought to get it,” T kept hearing, “but he won’t.”
The Dutch reportedly had given Karel Appel what
amounted to a one-man show in their pavilion,
and were bringing powerful pressure to bear on
the judges. “The French will threaten to boycott
the Biennale next time if they don’t win, the way
they always do,” a New York critic said sourly.
1 saw Leo Castelli, Rauschenberg’s New York
dealer, and Ileana and Michae] Sonnabend, whose
Left Bank Paris gallery has specialized in show-
ing the work of the American avant-garde, and
joined them for a drink.

“At least we have an American judge now,”
Castelli said. “That’s one thing in our favor.” He
explained to me that Sam Hunter, the art scholar
and chairman of the art department of Brandeis
University, had just the day before been chosen
to serve on the panel of seven judges. The process
of selecting judges, it appeared, was subject to
intense pressures from all sides. Nominations
were made by each of the Commissioners of
thirty-four participating nations (Dr. Solomon
‘being the American Commissioner), with the
final decision left to the President of the Biennale,

Professor Mario Marcazzan, who was expected to
make his selections with such wisdom and finesse
that no nation would feel its vital interests were
being slighted. At the very last moment, wisdom
and finesse had dictated the inclusion of an Amer-
ican judge, to serve on the panel with two Ital-
ians, a Brazilian, a Pole, a Dutchman, and a
Swiss. A telegram had gone out to Hunter, who
chanced to be passing through Milan at that
moment, and his arrival was expected momen-
tarily. In fact, Solomon had spent most of the day
meeting incoming planes, because he had no idea
which one Hunter was taking.

Neither then nor at any other time during the
week did the art erowd at Florian’s seem to be
paying much attention to Venice, which looked
properly magnificent that day, with the great
square bathed in warm’ sunlight and the famous
Venetian light playing its tricks with the foaming
architecture. “You like Venice?” asked the young
Torinese painter with whom I was chatting, and
whose name, 1 had been overjoyed to discover, was
Michelangelo Pistoletto. I nodded. “Italian Dis-
neyland,” he observed, with a shrug.

In the afterncon I took the traghetto, the gon-
dola that plies back and forth across the Grand
Canal, and found my way to the Consulate. A
brief stroll through the whitewashed rooms down-
stairs convinced me that Alan Solomon had sue-
ceeded brilliantly in at least one of his major
objectives. The show at the Consulate was not
only stunning; it was a revelation. The large,
colorful, infinitely complex canvases of Rauschen-
berg and Johns had never looked better to me
than they did in those small, rather intimate
rooms.

So many different things are going on in each
one of these works—sensuous abstract brush-
work, silk-screen reproductions of images from
picture magazines, and free-swinging collage
whose elements may include electric clocks, neon
tubing, or even a stuffed eagle—that when several
of them hang side by side in a gallery or museum
the effect is sometimes overwhelming. In the Con-
sulate, where they hung one to a wall and could
thus be savored individually, pictures that I had
seen many times before seemed to me entirely
fresh and new. More than half the space was
given over to Rauschenberg and Johns. Down the
hall, one room apiece was devoted to the work of
Dine (large canvases with real objects—bathroom
fixtures and tools—affixed to them) ; Stella (geo-
metrical abstractions): and Oldenburg (painted
plaster replicas of food, limp plastic telephones,
a twenty-times-life-size tube of tooth paste). In
a pretty inner courtyard and garden, John Cham-
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berlain’s sculptures (made from smashed auto-
mobile fenders) lay rather forlornly on the
ground ; several parts were missing, and a frantic
search was being made through the thousands of
empty crates on the Biennale grounds. This bit of
intelligence was confided to me by Mrs. Alice M.
Denny, the assistant divector of the U.S. exhibi-
tion, who was on leave from her position as As-
sistant Director of the Washington Gallery of
Modern Art.

“That’s the way it’s been for three weeks,” Mrs.
Denny said cheerily. “Total chaos. We had every-
thing clearly marked so that the pictures that be-
longed here would come here and the Noland and
Louis pictures, which we're showing in the pa-
vilion at the Biennale grounds, would go there.
Then we were told everything had to go to the
Biennale grounds for customs inspection. The
bargemen went on strike at one point, and we
couldn’t move anything for two days.” I had ob-
served that in spite of everything, the show they
had put on would be hard to beat. “I think so,
too,” Mrs. Denny said. “The problem is to make it
official.”

One Huge Master Image

The problem, as I learned later from Solomon
and others, was a serious one. The Italian officials
of the Biennale were now saying that Solomon
had misunderstood them the previous fall and
that they had never said that work hanging out-
side the Biennale grounds would be eligible for
the Biennale awards. Solomon now found him-
self in a fairly excruciating position. Artistic
sensitivities were involved, and a last-minute sub-
stitution of Rauschenberg for Noland in the
Biennale pavilion, for example, might create
schisms too hideous to contemplate. His solution
had been to erect a temporary plywood structure
in the courtyard of the U.S. pavilion at the Bien-
nale, in which he had hung one work each by
Rauschenberg, Johns, Stella, Dine, Chamberlain,
and Oldenburg. It was hoped that this would
qualify the six artists for official consideration by
the judges. But there was no certainty as yet that
the judges would even come to the Consulate to
view the rest of their work and, to be frank, there
was little hope that Rauschenberg could win the
grand prize on the strength of one small painting
on the grounds.

The next day, Monday, was a day of deepening
intrigue and subsurface maneuverings. Sam
Hunter had arrived the night before, and the
rumor was that he had scored a major coup by
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persuading the judges to come to the Consulate.
Outside of the pro-American group, though, I
began to hear criticism of the way the U.S. cam-
paign was being handled. Solomon was too ag-
gressive, a Canadian curator complained. De-
manding extra space in the Consulate had been a
mistake—if other countries started taking space
outside the Biennale grounds, the whole thing
would get out of hand. To my surprise, I also
learned that there was a group of Italian artists
and sculptors who were tremendously enthusiastic
about Rauschenberg’s work, and passionately
eager to see him win the prize. The smart bets,
though, were on Karel Appel, winner of the 1959
Sio Paulo Bienal and the 1960 Guggenheim
International show in New York. The interna-
tional grand prix for sculpture was generally be-
lieved to be a tossup between Zoltan Kemeny, the
Hungarian-born sculptor showing in the Swiss
pavilion, and the Frenchman Jean Ipousteguy.

Tuesday was the day of the official vernissage,
or press opening, of the Biennale. All morning,
the vaporetti plying between San Marco and the
Lido discharged groups of passengers at the
Giardini, the fragrant green park in which the
various pavilions are situated. Inside the grounds
it was clear that other countries beside the U. 8.
had been having their difficulties. In the big maze-
like Italian pavilion, most of the paintings were
in place but nothing was marked. Part of the pa-
vilion was devoted to group shows by several of
the leading modern art museums of the world; an-
other part offered work from Latin-American
countries without pavilions of their own; the rest
was given over to the Italians, who appear at this
period to be much more gifted in the art of
sculpture than in painting.

Belgium’s exhibition looked intriguing—Ilarge
assemblages of displaced piano parts by Vie
Gentils, and Pol Bury’s constructions in which
something was always in mysterious motion. The
Dutch pavilion was dominated by a handsome
display of Appel’s thickly painted abstractions.
Nothing at all hung as yet in the brand-new pa-
vilion of Brazil, begun only a few months before,
in which workmen were pouring the cement floor
while a lady in a blue smock stood anxiously by.
Poland, Hungary, and Romania had little to show
for the thaw in Iron Curtain cultural policy, but
Czechoslovakia did—Ilarge, bold paintings in the
abstract expressionist manner by Jan Kotik. The
pavilions of France, Britain, and Germany, which
gave the impression of trying to outface one an-
other with their marble columns and raised porti-
coes, were crowded and stiflingly hot inside. The
ceiling of the British pavilion had collapsed a few
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days before, and visitors had to peer at the paint-
ings of Roger Hilton through the supports of a
temporary scaffolding. In the French pavilion,
Roger Bissiére looked impressive, but Ipouste-
guy's sculptures were somewhat overshadowed by
a memorial exhibition of Julio Gonzalez, in an-
other room.

With a few exceptions, the art of many nations
began to seem discouragingly similar to me. tend-
ing to merge into one huge, slightly viscid, master
image that was interchangeable and freely con-
vertible—the European Common Painting. “The
Biennale made some sense in 1900 but not any-
more,” a European dealer had said to me the
uight before. “It’s utterly stupid, all these na-
tional shows—art is international now.” I saw his
point. Even Japan, whose raised pavilion looked
so inviting from the outside, offered the inter-
changeable abstraction within.

What'’s “American”?

There was a big crowd in the outside courtyard
of the United States pavilion, where the qualify-
ing single works by Rauschenberg and his con-
freres hung in bright daylight on the unpainted,
raw-looking plywood partitions. In one of the pa-
vilion’s two rooms—identical in size and shape
and both sweltering—were the targets, chevrons,
and broad stripe paintings of Kenneth Noland: in
the other, the melting, swimming colors and
horizontal stripe paintings of the late Morris
Louis, who died two years ago at the age of fifty.
Together they constitute what Solomon considers
the second major development in contemporary
American painting (the first being the work of
Rauschenberg and Johns)—the new chromatic
abstraction in which bands of pure color interact
and vibrate against one another in vast areas of
empty canvas. Spying Mrs. Sonnabend in the
crowd, 1 asked her how things were going.

“It’s a little confusing,” she said. “Everybody
is asking, ‘Where are the Rauschenbergs?"”

We were interrupted by the apparition of a
stalk-thin young man carrying an open umbrella,
on which were painted a series of neat small ab-
stractions and the highly legible signature, “Gian
Luigi Fini”—a novel bit of self-promotion that
appeared in most of the Italian papers the next
day.

The Consulate had its own vernissage that
afternoon, with a cocktail party for the press to
‘which four hundred invitations were sent out and
‘about twice that number came. More and more
young American artists had been turning up in

Venice, and most of them appeared at the party.
(The Biennale, among other things, is a great
meeting ground and marketplace, and many sales
are made there of paintings that never come to
Venice.) In the erush I noted Marisol, the lovely,
unsmiling seulptress, in deep conversation with
Sidney Janis; James Rosenquist, a leader of what
is known in Italy as “La Popparte”; and Dimitri
Hadzi, a Rome-based American sculptor who was
one of the four United States entrants in the last
Biennale.

I asked Hadzi whether the 1962 affair had been
any different from this one, and he said it had—
“More fun, more parties, and not so commercial.
All you hear this time is, ‘Are you selling?' "

Claes Oldenburg, who is large and genial, was
posing for pictures with his molded foodstuffs
while his petite, pretty wife looked on. John
Chamberlain had pulled in that afternoon, despite
the loss of his passport; Kenneth Noland was
also on hand but Dine and Stella had stayved home
and Johns was in Kyoto, Japan. Rauschenberg
would arrive the following day, with the modern
dance company of Merce Cunningham in which he
was then acting as costume and set designer,
lighting director, and stage manager, and which
was scheduled, with admirable timing, to perform
in Venice on Thursday night. The crowd at the
press party was so dense that nobody could see
the paintings, but I did observe the effect of the
new realism on one young Englishwoman, who
drew her escort into the Dine exhibit, pointed to
a work that included real bathroom fixtures, and
exclaimed in triumph, “There! Now that’'s Ameri-
can toilet paper!”

Later that evening, at Florian’s, the word was
that the judges had come to the Consulate, but
that they had decided to judge Rauschenberg only
on the basis of the one small canvas on the Bien-
nale grounds. Throughout most of the next day,
Wednesday, there was deepening anxiety in the
Rauschenberg camp. “Some of the judges are
making difficulties about the split show,” Leo
Castelli told me when I saw him briefly on the
Piazza San Marco, “and they want to disqualify
Rauschenberg.” Castelli also reported a new de-
velopment: In recognition of the superiority of
American painting in general, the award might
go to another American—to Noland. Solomon,
however, had announced that if Rauschenberg
were disqualified, he would remove all the Ameri-
cans from contention.

Feeling a sudden need for aesthetic certainties,
I went to look at the Giorgiones in the Accademia,
and then at the Picassos, Ernsts, and Pollocks at
Peggy Guggenheim’s large, modern palazzo ad-
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jacent to the Consulate building. It was one of
three afternoons a week when her collection is
open to the public, and Miss Guggenheim herself
was present. I asked her what she thought of the
Biennale. “I have nothing to do with the Bien-
nale,” she replied, rather tartly. ““I detest pop art.
The painters are no good, and o the Biennale is
no good, either.” That seemed to be the end of
that conversation. Later, several people told me it
was a great shame Peggy didn’t keep up with
current trends.

The Cardinal Was Displeased

The Biennale grounds were crowded on the last

day of the vernissage. The Russian pavilion,

which had been closed tight all week, finally

opened its doors at 5:00 P.M. Although no hint of

the abstract virus could be detected in its enor-

mous, socially realistic paintings of peasant girls

in wheat fields and athletes earnestly competing,

the pastel, slightly fuzzy tones of some of the

pictures suggested that Soviet painting may

have inched a trifle closer to the twentieth century ;

not so far as Impressionism, perhaps, but some-

where on the outskirts of the Barbizon School.
Rauschenberg made his first appearance that

evening at a Consulate party given by Frederick

Reinhardt, the American Ambassador to Rome.

The painter looked fit and relaxed in spite of hav-

ing worked all day at the theater and having had

little sleep for the past forty-eight hours. After

he left for the theater with Merce Cunningham

and with John Cage, the

composer and musical di-

rector of the company,

Alan Solomon pulled me

aside and said in a tight

voice, “The judges have

just voted four to three

for Rauschenberg on the

basis of the one painting

at the Biennale grounds.

But the president of the

jury has threatened to

resign in protest, and

they’re going to try to

work out something to-

morrow.” This electrify-

ing news got around in

no time at all and helped

to make the Cunningham

troupe's performance

that evening at La Fenice

an event of considerable
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tension and excitement. Booing, loud whistling,
and passionate counter-cheering swept the ex-
quisite, gilded theater during and after each
dance, and it was difficult not to feel that the
cultural pride of nations was at issue.

Friday morning dawned hot and humid. The
Biennale grounds were closed, and a large part of
the art crowd went out to swim at the Lido, which
was where Rauschenberg was headed when I ran
into him in town about noon. By then a com-
promise had been arrived at by the jury; Solomon
would transfer three big Rauschenbergs from the
Consulate to the Biennale pavilion, and this would
satisfy the president of the jury, who had threat-
ened to resign rather than award the prize to
work hanging elsewhere. A major scandal was
thus averted. There seemed no remaining doubt
about the outcome now. Rauschenberg, who had
done his best to stay out of the complex struggles
on his behalf, seemed a little humbled by the
events of the past few hours. “I honestly don’t
feel much of anything,” he told me.

There were a few surprises still to come. Dur-
ing the day, it became known that the Patriarch
of Venice, Giovanni Cardinal Urbani, was so
deeply displeased with some of the art at the
Biennale—specifically, with some paintings in the
Italian section in which miters, erucifixes and
other sacred symbols were commingled with gro-
tesquely deformed female nudes—that he had
issued an order forbidding Catholic monks, nuns,
and clergymen from attending any part of the
exhibition. At about the same time, it was also
learned that President Antonio Segni had notified

UGO MULAS
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the Biennale authorities that neither he nor his
Minister of Defense would be able to attend the
opening ceremonies as planned, Few Venetians
failed to make the obvious connection between
these two developments. By nightfall, three writ-
ten petitions were going the rounds at Florian’s,
Angelo’s, and other Biennale haunts. The first
voiced the displeasure of all true artists at the
intervention of the church hierarchy in artistic
affairs; the second protested President Segni's
decision to boycott the Biennale: the third, on a
more parochial level, castigated the jury's award
of the two major “Italian” prizes of the Biennale
to two sculptors—Andrea Cascella and Arnaldo
Pomodoro—instead of to one sculptor and one
painter in the traditional fashion.

Is It a Conspiracy?

The final, official word on the international
grand prizes had gone out, though—Rauschen-
berg for painting, Kemeny for sculpture—and
nothing could dampen the enthusiasm of those
who had been pulling for Rauschenberg from the
start. There was no doubt that this was an im-
mensely popular decision among the group of
Italian artists sueh as Santomaso and Cascella,
who saw the award to such a young and daringly
original artist as an important break with tradi-
tion and a declaration of independence from the
School of Paris. Santomaso and several others col-
lected a host of Rauschenberg’s supporters for the
traditional victory party at Angelo’s that night,
but Rauschenberg, having been invited with a
few members of the Cunningham company to dine
at the palazzo of a reigning Venetian aristocrat,
did not show up for it. At about 11:00 P.M., the
vietory party left Angelo’s and went over to the
Piazza San Marco. When Rauschenberg finally
appeared there an hour or so later, the whole
group surged forward with a great shout. Seven
or eight Italian artists reached him first, embrac-
ing him and shaking his hand and lifting him on
their shoulders, and the young American was so
surprised and so moved that for a moment he
looked to be in some distress.

“l hadn’t expected that,” he said afterward.
“Butterflies in the stomach and a big lump in the
throat. It really did mean something after all.”

Everyone went back to Angelo’s and kept the
celebration going until dawn with vodka provided
by the Polish juror and champagne on the house.

Saturday was anticlimax. The ceremony went
off smoothly enough, with Minister of Public
Education Luigi Gui filling in for the absent

President Segni. Rauschenberg was first seated
far back in the audience because he did not have
the right invitation card, then reseated in the
front row in time to receive the grand prize.
Afterward, when asked by a local reporter
whether he had ever been in Venice before, he
said he had, for one day, in the winter of 1953;
he had stayed just long enough to see a German
movie about the Amazon jungle, and nothing else.
It was the kind of answer that further endeared
him to most of the young Italian artists, who tend
to share Pistoletto’s view of the city as a sort of
archaic Disneyland.

Although it is now the fashion in certain art
circles to dismiss the Biennale as a vulgar politi-
cal circus, aesthetically meaningless and histori-
cally inane, the repercussions of Rauschenberg’s
Venetian conquest have been enormous. Several
well-known European artists, after seeing the
show in the Consulate, confided to Alan Solomon
that it had altered their whole angle of vision and
made their own future course uncertain. Many
more reacted with profound shock and anger. In
Paris, where a declining art market and an ab-
sence of exciting young painters have contributed
to the closing of several important galleries in the
last year, the post-Biennale mood has been close
to panic. Paris art dealers and critics tend to
interpret the success of Rauschenberg, and of
American pop art in general, as the result of a
dark international conspiracy against the School
of Paris—a conspiracy, moreover, in which the
United States government has assuredly played
its part.

As for the government, its reactions to the
American success are even more perplexing. In
its annual budget request to Congress last Febru-
ary, the USIA made clear that it would withdraw
from sponsoring international art shows after
this year's Sio Paulo Bienal, in September. Such
presentations, the agency stated, were “properly
the concern of the art community.” At the same
time, there were strong indications that the
government's fine-arts program might very well
be transferred, instead, to an agency that was less
subject than the USIA to politics, propaganda re-
quirements, and the fear of stirring up Congres-
sional ire. Solomon himself has heard nothing
officially from Washington since the Biennale
closed last fall, and he has no idea how the govern-
ment really feels about the Rauschenberg vietory.

“I think this has done more for America in
Europe, culturally speaking, than anything that's
happened in years,” he said recently. “I'd like to
think so, anyway. But what happens now is any-
body’s guess.”

Harper's Magazine, April 1965
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. kind of esthetics was illustrated by some living vig-
ettes embracing critics and artfully combined objects. One
ritic pushed another under a showerbath exhibited by Dine,
hnd the second critic resisted as if he were about to get
i dousing. Oldenburg’s limp plastic typewriter had 1o be
wved from the yard in front of the pavilion to the Con-
ulate because it had begun to melt in the sun. A fat. sag-
ging spectator stood in front of it and said, “It doesn’t look
<0 soft to me.” A dealer reassured a visitor about the damage
one to a Rauschenberg in transit. One of the Coca-Cola
bbottles in it had been broken. He said, “Michelangelo rec-
ommended taking a sculpture up on a hill and rolling it
down; when it gets to the bottom everything extraneous has
been planed away.” A woman looking at an Oldenburg com-
position of a stove with a roast in it, which glinted with
the nasty synthetic succulence of a Palissy plate, said: “I
wouldn’t want to eat anything like that”

Rauschenberg, whose eligibility for the international
painting prize was contested because his work was displayed
outside of Giardini territory, was saved for world celebrity
by the presence of one combine at the American pavilion

{ the | and the hasty importation of four from the Consulate. He
.pen- | was the star of the occasion and probably unaware that the
* 'y at | Cardinal Urbani wha put the wholesale ban on his entire
dred | field of glory—the Biennale—has the same name as the Dot

un- | tore who put a retail ban on his Bed at the Spoleto Festival

still | six years ago.
urs Meanwhile the exhibition was haunted by two marginal
But | figures, a man holding an open umbrella overhead painted

‘sed | with self-advertising slogans, and carrying a satchel full of
photographs of his work; and a French dealer with a boat-

uf-:"u )’@/Z..P‘Lus'jm In ﬂg_,\j‘[MM,

MW%S

Giardini continued

same price. As a running gag the umbrella man and the
boat lady appeared to stand to the Biennale as para-Pop
and pre-Pop to traditional art exhibitions.

The ¢ or less merry permissiveness of the rags, junk.,
plastic and old newsprint men was counterpointed by the
solemn commitments and rigid exercises of the artists dedi-

cated to programming. This vein has an introduction in a
Drilliant sculptor who doesa’t helong to it. Kemeny. the
Swiss national who emigrated from Hungary, makes pic-
torial brass und copper sculptures that imply movement as
if they were ready and waiting for programming or were
programmed sculpture broken open to reveal the cirenits.
He is one of the strongest personalities at the Biennale.
Another, more fantastic. is the Belgian Pol Bury, whose
automata of wood and metal have fascinating movements
recalling plants germinating and the deliberate gestures
of creatures like stick insects, although one looks much
like a railroad-stution ticket-rack undergoing slow spasms
The cabinetry workmanship and emphasis

of self-expulsion.

s of material in the wood sculptures re-
values, More in line with

on somber richn
lates them to traditional esthetic
he feeling of scientific equipment and industrial design pro-
Juctions are the works of the visual puzzlers and the kine-

ticists, prommently represemied diis e i i cxbil X
aad indeed one of the most interesting avenues of develop-
ment. They range from the immaculate abstraet anamorphs
and eve-dazzlers of the Venezuelan Jesus Raphael Soto to
the work of “Group N of Padua in studies of optic and
spatial phenomena exccuted in plastic, wood and plexiglass,
and of “Group T” of Milan in programmed electromechani-
cal constructions. From under the cloak of collective respon-
<ibility =0 congenial to the prophetic visions of Prof. Argan,

ers,

lnd’ load of minor Neo-Dada, Pop and so-called art informel.
us- | which dogged the public from the Dogana to the Giardini,
ith up-anchoring and following whenever the crowds moved on.
nd | The boat originally carried some Fontanas, on loan from
ice another dealer who quickly reclaimed them when it was
ith found that the wind was enlarging the holes. and it was
id, presumably unacceptable to offer the larger holes at the

personalities emerge. the most

life of iron filings that bus

Switzerland: Hungariun-horn Zoltan Kemeny, work-

in brass and copper, won first prize for sculpture. picces such as this “table,”

engaging being that of
Davide Boriani, Milanese, whose Magnetic Surface is a
pair of hig conjoined plexiglass disks containing an anthill
¢ swarm to get into ingroups
which keep shrugging off lateromers and disintegrating.
{(Warks like these appear in the [Continued on page 53]

France: young sculptor Jean Ipoustezuy <howed heavy
St. Jean d'Aere, 1960,
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a rabbit warren of galleries, is given over to about eighty context.
native artists, Ivery kind of excess and brashness is to be

|
1 exist—as a showcase for Italian art. The largest pavilion,  already distinguished by election—election in 4
!
| seen; more dismaying, rubbish is given equal space with  Two French entries out of five were honred iy,

Ll excellence. This part of the Biennale only emphasizes that Jean Ipoustéguy received one of the veritable dygg,
an international exhibition, if its pretensions are great his sculpture, and Roger Biss ére receivid u o H,.‘: ;
enough, ean only liope 1o run on hokum if it is given as  tion from the jury for his long service in But
often as every two years, these distinctions mean when Jean Dul I ‘\h'

| But was this always the way of it? Was the purpose  never appeared at the Biennale, is g

| ever to lure the tourists and sell the pictures? | suppose  dred of his paintings, drawings and colli; Tt
that idealism and practicality must have animated the independent exhibition at the Palazzo | it
founders, provided one of the highlights of the (iex

In theory, the great international art exhibition is a fine though it was not of the Biennale itse he

! idea. We will bring together the best of contemporary art;  French offering only demonstrated the n wofy
we will provide a forum for the discussion of art; we will  great tradition.

recognize and reward excellence. Only it turns out that Would Rauschenberg have won the 1 Hiing

the best of contemporary art is often not good enough. The if the British had put forward Francis 1 insu

forum does not dwell upon the prablems of art, but upon emphasizing the tasteful but minor acc o tishine

¥ the problems of the market place. The artists whose work Roger Hilton? For that matter, Britain had the ny,

is genuinely new are bypassed until that work becomes  of a first-rate exhibition this year—that 15, the cly

comfortingly familiar. Vested interests are brought into  generate some real interest in valid contemporary (|
play; nations no less than dealers maneuver for favor fo ments, But forward-looking young artists like |
their candidates. The artists are persuaded that they are King, Bernard Cohen, William Tucker and Rabyn 1)

in competition (they are finally only a challenge to them-  were hypassed in favor of a mere decorator like Joe |

J selves). Then too, what is best gives way to what is avail The American showing was certainly the strong
§ able, or to what has had public success elsewhere. the Biennale, the most serious, the most dialectical. I;
But probably the most reprehensible effect of the inter- pavilion at the Giardini, Morris Louis and Kg

national award is in the public mind. Simply, the vards Noland were on view. In the American ex-consuls
are taken too seriously (almost always they are taken too Venice itself (scene of the important American co

; seriously by the committee that confers them). The act  parties), Rauschenberg and Jasper Johns were supy.
of judgment itself carries the presumption of something by a yvounger generation, Frank Stella, Jim Dine, (
judged truly, of a significant validation. The circumstinces Oldenburg and John Chamberlain. Alan R. Solomom
1# and limitations of judgment are forgotten: only the prize  shaped the American contribution, achieved a g
is remembhered. But a prize-giving is always an arbitrary  visual dialogue.
: action done in special conditions. In the case of the Bien- Then the requirements of strategy came to the for
nale prizes, the arbitrariness, indeed the irrelevance, is  Rauschenberg was going to be a contender for th
C4d sompounded hy the prizas heing dist x thes it Lo showsy sn thie B

\

Getulio Alviani, Morris Louis, Sigma (1961);
1/vis-11 81 q 14 x 14 inv (1964). lent by Galerie Lawrence, Paris, and André Emmerich, New York.
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rance court of the American |>u;slmv| wits hastily

o with a little gallery of its own, and there Rauseh
. and his contingent met the technical requirements
ile “residence.”

Jurt, the American push was considerable, and it
Celmed the oppesition and carried the timid and
ul. Rauschenberg’s recent appeal to the European
&t whom he appears as a liberating force, the
v and verve of his achievements, his essential con
L despite his technical flair and flash, the vigor of
(ablicity (the Merce Cunningham Dance Troup for
1 Rauschenberg designs happened 1o open at Venice's
wv Theatre the night oi the final jury )—all these were
«~ i his triumpl. But a factor, too, must have heen
fevotion of the American administrators who, heing
< 4 winner, at least seemed to choose Rauschenberg
jawelves. Noland, a far more mature and important
«, although a more difficult one for Furopeans to
“nstand, was allowed, along with the late Morris
. to seem more enshrined than exhibited, His work
wl by dtself i all its ansterity
‘nuther winner who did not lack for managers was Zol-
Kemeny, the Swiss sculptor, whose biomorphic pat-
< metal show a formidable technical equipment, but
saceptual  brilliance. His fellow countryman, the
mor Luginbiihl, his equal for interest, faded as the
s began to wag. This is the pattern of Biennale

0
e Biennale was at its most effective in the vears just
t the Second World War, when the conditions of
jean life gave it a vital reason for being. Then it was
iportant agency for the healing and re-establishment
¢ traditions of Western art, mauled, like everything
i the conflict, The Biennale helped cement the frag-
“~the war had made. But apart from this, its commit-
Pmust have heen the om)nsitc of the apparent present
nquiry and not exploitation must have been the
“0i those days, a curiosity for what was new rather
i pramation of what one had. The exportation of cul-
a1 eommodity, and as an expression of national
Yad vl was not so universal then as now.
k Pbiennale seems to have lost every artistic
B - not to deny the merit of much to be seen
€ Byyy cffect, taken from several angles, is divisive,
“hial © haotic. Except as an international clraring
2 wnnale lacks a unified function. It is signifi-
- ecial exhibition should have been devoted to
I pui e by important museums—another guide
e g e
4l rizes make no pattern. Rauschenberg and
¥y, Ceella and Pomodoro, Ipoustéguy and Ruzig,
“hender and Soto, with Bissiére thrown in. What does
tin? Ny coherent viewpoint is expressed; no critical
JStency s discernible.
“ d greater or less degree all international exhibitions
“suffer from folie de grandewr, are involved in ques-
'” ¢ judgments and promote _dubinus ‘va!ues.‘ Not
; I‘s _Uf. them are merely descriptive, genun?ely %}leurv
I8 is nut to cover a slice of years) or intelligently
ic. But perhaps some of the monsters can be
. Is it too much to ask ?

i

‘skln‘ T

Zoltan Kemen;, Research Relotive to the
Essential (1962); collection Wilhelm Lehm-
bruck Museum, Duisburg

Bernhard Luginbiihl, Bulldo Lucebert,
(1963); collection Winterthur The Return of Longlegs
Art Museum.

Pozzati,
For an Impossible Modification (1964).
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Post-Biennale Feclings (M,p l)

Getting out of painting

was not a conscious decigion, "but that certainly
is what happened.

You see all that success tends to — it's almost a

poisonf to my attitude, which is to be involved in group work, to be
anti-ego-serving, Thers is a kind of terror in working with thay kind

of pressure (ie success). 0f doing something that is simply 'a Rauschenberg.'
S0 far, thenk God, I've still been able to do lousy Rauschenbergs — and
they're recognized as such, The bebtter known you get the harder it is,

bec use the public gets larger and larger and the work

it gets more precious,
pelikiselyy, socially, gsene economica

11y,

"L imposed that sort of discipline on myself originally — that at the
time I found I could do something very well I'd go on and do something else.

"It was frightening because I f:lt isolated. It was the first indication
I'd had that I could be isolated. If your work is more or less all you're
doing, if you don't have an established social life outside the work, you
could get really linely there."

HGver worry about success being undeserved? "I don't think that occurred
to me. Iy reaction was kind of shock that it had happened. And for a
few months to follow I wished that some other American had won. Also,
seeing Art News and the Times —- I'd thought that at least America would
be pleased. But evenk today it still remains true that people think Leo
engineered it somehowes.

was through, and they were all terribly depressed.

Back home, Jasper t ok her to lunch (like Viola) to find out what had
happened. It was the first tim  she remembers him being really personal.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

Tomkins W

The Museum of Modern Art Archives, NY

Biennale - reactiond

1964 Biennale - RR interview on NET

"e.0it all seemed somewhat unreal.,. actually it was just the opposite
from what it was reported to be. I wem was feeling quite patriotic
about it.,. (and) to find that the most hostile criticism to my
having won it here in this country was just personally disgusting.

An extraordinary amount of hostility wag created d..."

Buropean press vitriolic. Paris Combat said giving BR the prize was
"an offense to the dignity of artistic creation." Rome's pro—Communist
Paese Sera called it "a grotesgue Biennale,™ and the VYatican's L'Osservatore
Romano referred to "the total and general defeat of culture."

- Time, 7/3/64

was through, and they were all terribly depressed.

Back home, JYasper t ok her to lunch (like Viola) to find out what had
happened, It was the first tim she remembers him being really personal.
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dcrld Tour (1964) - W%“ ,,3““_‘_

It was a bad period for Merce pepsonally, C. thinks because of certain
physical 6r health problems that he never revealed., lMerce was withdrawn
and ?nhappy.from the start -- althoggh he danced better than ever before
or 51nce;. it was reall: the fi st t me he or they had been able to dance
all the time, performance after performance., But his personal state was
a large factor in the misfortunes thag occurred. j

o o :
Then in enice, after Bob won the prize, the problems mounted., %ig %;mg%gbiLn

around Bob, etc, Time run ing a story saying he choreographed for Merce.
T@e facF that he was helping pay for the trip -- Bob was paying for Alex as
his assistant,.and C. thinks also for Debbie who was not formaily in the
company until 8 axaR left in London Merc s i 3

£ . ¢ was not nice to Shareen -- some-
thing about her rubbed him the wrong way. Once when they were doing "Story"
in E?gland, she was still doins her business when he came on to do his s0l0;
he simply picked her up and carried her offstage., Finally Shareen asked
herself why she wax had to put up with this. A rich admirer had been sending
huge sheafs of roses to every theater, bombarding her wikh proposalsg rather

on the spur of the moment she dédided to get married and leave the company.
She got married in London, and Cage gave her away. Then Debbie Hay, who
had been in Merce's classes for some time and was fully ready, toock over as
a full member,

Story was another bone of contention., In Dartington (England), Bob and Alex
ironed laundry at the rear of the state as the "set" one night. It was great,
but somewhat upstaging. At the Saddler s Wells in London, Bob painted a
picture on stage for the three nights of the piece. He hadn't painted in
some time and was probably itching to do so. She thinks he worked on it

in the daytime too. At any rate it was an eyecatching decor, and Leo C.

is supposed to have rushed over as soon as he heard abouf, and made a sale.
In Stockholm, Bob 4id a piece of his own (Elgin Tie) at the museum, that
Carolyn says was marvelous. It involved his being lowered somehow onto a
cart being pulled by a fax gigantic £xrmzkexrs® cow (led by farmer); getting
into boots that were fixed to the floor of the cart. C. thinks maybe his
best piece. David Tudor also did something theres, and this did not sit toe
well dth Merce and John.

Carolyn makes the point that John's way of living is totally at odds with
his philosophy. He hates change, and often says so. Both he and Merce are
incredibly disciplined. Bob is wholly undisciplined, of course. The only
two dances in Merce's career that allow any real freedom are Story and Field
Dances, and Merce kept making Story more and more mmfremz fixed and struc-

tured.

Also, when Merce is not well, or disturbed, John reacts in ways he never

would otherwise. He gets angry, says things he shouddn't. Anyway, tensions
built and built, and they came to a head in India. Carolyn remembers oue ﬁhyLéi_
day at the Sarabhai's -- between the time they went to the theater to fe-
hearsein the morning and the time they left that afternoon, something bad

had happened, words had been said that couddn't be unsaid. They went on to
Japan, and the company really broke up there. Bob and Steve left. Merce
called a company meeting of the rest, and asked each to come andtell him
Privately what his or her plans were for the following year. Bill Davis

quit. Debbie and Alex quit., Viola wanted to quit, but lerce (or John)

talked her into stayinz through the next spring -- Vidla had been dancing

in great pain throughout the tour, from an injured foot and also a bad

sciatic nerve; Bill “avis was so skocked by seeing her dance kn such pain
that he decided dancing was not for him, Carolyn went home to Massachussetts
and thought about what to do. "I went home and sulked." Her mother told her
she thought they had all been terribly insensitive to Herce (who, as even

he agreed, was no good as a company manager -- and “ew “loyd being inexperien-
didn't help too much). Carolyn and all of them really thought the company

was through, and they were all terribly depressed.

Back home, Jasper t ok her to lunch (like Viola, to find out what had
happened, It was the first tim- she remembers him being really personal.
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European Tours 1958 2 196@

Fall of 1953, John and David Tudor invited to perform at Darmstadt. Merce
and Carolyn went too, more or less at last moment. Flew to Stockholm,
where they wwx® found they were to give a perf at the opera house in 3
days; MC made Night Wandering duet, to music by 3o Nilsson, Surprised to
find opera house filled, Afterwards ‘they were supposed to rerform at
the Bupksels World's Fair, but the death of Pope John intervened; they
performed for Belgian TV instead. Nick Cernovich was with them, doing the
lighting. Danced solos, duet from Suite for Five and Springweather, other

” sr—tTme—aan—10

ur of them went to Venice, Berlin, and Cologne. Danced at
the Fenice theater, where the audience: was in a continual uproar. During
intermission, MC in his dressing room heard a voice in the hall say, "Are
you John Cage?" Cage said yes. Then, "I am Sir Arthur Bliss. T do hove
you will continue -- there are onl’ a few malcontents in the audience,"

Early Audience Reaction on US Tours

At first, the audiehces in small colleges etc were "mostly dumbfounded.
They didn't yell or scream, but thire was a gool deal of nervous gigrling.
And of course a great many people were offended, and walked out." (in
Europ,e, there was yelling and screamins). If they haprened to know any-
thins about modern dance -- Graham and Limon and people like that =- they
didn't like us at all."

Once in Columbus, Ohio, MM where Merce had to dance on a stage so
small that his head disa peared behind the prosceniume every time he
jumped, they went to a party afterward where the local people proceded
to insult them, asking what they thought they were eéoinp; anyway..."Ws
left."

MC did not becoms discouraged. "My whole tendency was just to continue.

I find that provéking an audience is interesting in theatrical terms, s

’{o work simply in terms of pleasing someone ~- I don't thdnk that's very

interesting, Besides, I didn't make thlse pieces for an audience. I made
them because I was interested in movement."

At some places, though, the resnonse was highly encouraging. Black Mtn.,
for example. "There were always enough places where the audience seemed
to be curious, to make me want to continue. New York wasn't interested,
of course. My audiences there were limited smsm for a long time to
painters and contemporary composers =-- not theater people.

World Tour 1964 (six months) ~ 5<e e /aué{., a,z;'@, G,Y""CU' n JEMJL-MLGY

MC and CaBe had long wanted to go to Japan, ahd the Sarabhai family had

invited them to India. They began to get a few invitations in Europe(music fest)
and the idea took shape of putting it all together. Cc;mp}ente finazdcg_a

wmg never, sgoury (jibeifaffsl frorg.&Lév(v'rLload*Mc‘tﬁu ‘uﬂ—\.nn #"‘““" ,
Stockholm: Performed®again in opera housé. "We were told that they hadn't
heard booing there f£mx in a hundred years."

Paris: Perfofmed at TNP, and MC found the audience interesting =- not chic,
¥xt a lot of people from neighborhood, There was a good deal of hostility,
thourh, and after MC and Viola did Paired there was an agg and a tomtv
thrown at the stage ~-- with bad aim,

London: Went there rather by accident. Hadn't planned to at all, assuming
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Reuben Gorewit

Started working for Eoh ten ¥

Has had to "use imagination

Worl' Tour

was financied originally by Jag on I

benefit that raised $35,000. Reuben was in touch with

call and he would make leposits and payments Cage ¢
I 8

to say they were in trouble, because Sharemn Bladr had

and this cancelled the group fare. Thei ickets had

they paid the additional ar ount, What i

Then I went aver to Jasper'

out of Helsinki."

I cons
s and sold

World Tour facts - Lew Lloyd

Before leaving, they had received $17,130.75 from the Fourdation for Contemp~
orary Performance Arts (this was raised by the 1962 art sale benefit at
Allen Stone, for the purpose of a Bway season that didn't come off; was
olipd Jnstead to air fares for trip); also, $20,000 from Rockefeller A
for salaries and expenses in the Far East, and $3,650 additional
/- grahts from private sources, Their projected bookings would bring in
about $39,000, This still left them about $20,000 short of the projected
(estimated) costs; this was made up eventually by the sale of Lipnold's
"Seven Variations within a Sphere" to Mary Sisler, plus a Rauschenberg
painting sold for $7500,

Confusion over expenses lasted throughou. the trip. Air France had praéamised
them a group rate, then said they forfeited it by changing their ftinerary,

Also union problems. The dancers were paid salari:s ranging from $115-150
a week on tour -- the first time they had ever recetved a regular salaryg;
AGMA nBbrmed them it was preferring charges, hoiever, because the salaries
were below minimum. The charges were later dropped, and a union contract
was signed upon their return. It expired last August, and in exploring
proposals for a new contractx that would reflect thex snecial situation
of the small modern dance companies, the dancers themselves evidenced
such hostility to AGMA that negotiations collapsed. In January 1967,

the companies of Alvin Ailey, Erick Hawkins, Alwin Fikolais, Paul Taylor,
Murray Louis and Merce C. signed a statement declaring that they dig

not wish to be represented by AGMA, and there the matter now rests,

77 /&J 6 wodfls ; 70 r&"wll-ﬂfi n /3 CDM%-. rue b «
/ .g/:j Pz 716/ /os;} o ;.;’6:0 ool wom FYS, o (gm&:"::‘r;‘“
[ éfu@. &
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the English wouldn't like them at all., But just before leavin- US, a young
English producer named Michael White came to studio and invited the company
for a week. "If you'rs willing, so are we," said Merce, Booked into
~ Seddlers Wells theater. Marvellous audi nce of theater people, who responded
so enthusiastically that when the week was up White booked them into another
_—theaten for two mare weeks -- sold out. Rave reviews.

] LS
KIQVEw / Venice, Czechoslovakia, etc (get details). Then on to Far East. The Indian
I part of the trip was "tHe most unreal, the most astonishing," Stayed with

the Sarabhais in what could only be called "Priental splendor." In Bombay,
the audience was non-plussed, puzzled, almhst no Peaction at all (MC was
lager told it was akmmek 80% Parsee dowager -- i,e, western-oriented).

In Ahmedebad, the orchestra seats were quiet and puzzled but the gallery
showed wild excitement -- Gita Sarabhai told them she always made a poin
of selling galleryd seats very cheap, one ruppee, Then on to Chand#igad;
city built by Le Corbusier, where the whole audience gave vent to eir
noisy astonishment at the goings-on; they had poor accomodations there,
and wére told on leaving that "if we'd known you were so good we would
have treated you better,"

Performed for the King and Queen of Thailand in Bangkok (the King asked
a good many questions), then on to Japan.

"The company held up wonderfully, in spite of all the problems and
difficulties. Everyone got sick at one time or another,"” Viola hurt
her foot}*iinin-t Shareen Blair got m arried in London and left the
company, ahdf there wer@ inevitable clashes of personality., The most
serious of these, of cou'se, was between MC and RR,
MC says now that, apart froﬁggﬁ%xgg%f;asantness, "I always felt that
Bob would not stay with us, that his own life would forbid it. The
business of being on tour kept him from his own work, and I
felt that for this reason the relationship could not last. But T still
think that Bob's ideas about lightinz and theater in general were the
most interesting around. He has a marvellous sense of objects @8 the same
thing you see in his pantings, and at the same time he was always
agreeable to discussing his ideas with me so as to be sure they would
work with the dance. We had a real understanding on that. In Noctures,
for example, he said he wanted to have the costumes all white, so I
made sure to have no falls in the dance. When I was making Antic Meet,
I wrote to Bab from New London, where we were at the time , and described
the piece as I saw it; I said I wanted to come out at one point with a
chair on my back, and so he devised that door I could come through; he
thought of the sunglasses, and the parachites for the girls, and the
fur coat, and somehow the whole piece seemed to come together around
his ideas and mine working independently. With Summersrace, all T told
him was that the piece didn't have any center. H@ figured it all out,
and the result was that beautiful backdrop and costumes.

X ot e demuE;CfL eless ﬂhh-*k!5”7wmulv e, ﬁka»w' Nle éﬁfcm dﬁ«zi:y
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The world tour was a sortf of watershed. MC feels it was primarily the
success in London and the Tnglishyd reviews. "The English took it
seriously, they wrote about it seriously (aid they wrote volumes!), they
even took the music seriously, I guess pepple over here just got the
idea that maybe something was going on after all." Invitations for
European bookings increased tremendously, andd the major universitges

in US took more notice. is a result, "we have more to do," The 1966
summer four was one dipect result,

The Cunningham School had been doins well before -- among dancers the
company's reputation had long been high. What real ly increased the
nugber of students was the move to the new studio,

O0ld Studib - MC got it through friendship with the Becks, who mwsse held
half of top floor for him., He was there for five years, and there was
almost always some sort of crisis going on. "Every time we left on
tour, it seemed, we were in the middle of a catastrophe.," When the
government closed the building on the Becks, for example, Cunningham
was about to go on tour, That morning, he came to studio to »ack cos-
tumes and was told he couldn't get in. Pinally talked his way past
guards, by letting them come up and look at his files to make sure he
really worked there; they watched him pack, followed him out and locked
door afterwards, "and I had no idea what would be there when we got
back." There was only cold water in the building, and sometimes not
even that, When the toilet wasn't working, the girls had to go across
the street to the bar. "But it was a nice space, a beautiful workinp
space,"

The Future - Merce would like to enlarge the company -- "not mwek a lot.
Two more girls, maybe one more boy. If we begin to tour a great deal,
we'lll have to havem a number of pieces that everybody is not in, and
there will be some shifting around. Of course some pieces are flexible
enough for that anyway. When Peter was hurt doing Place on our last
tour, and couldn't continue, we got together during the intermis=ion

and parcelled out his part -- Gus did a little, Al did some, even Yseult
took over certain things. The next day we rehearsed it some more and
put Yseult in and announced her -- we couldn't say she was replacing
Peter Sauls, so we didn't say anything.
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The world tour was a sort¥ of watershed. MC feels it was primarily the
success in London and the TEnglishf reviews. "The English took it
gseriou: ly, they wrote about it seriously (aid they wrote volumes!), they
even took the music seriously. I guess pepple over here just got the
idea that maybe something was going on after all." Invitations for
European bookings increased tremendously, andd the major universities

in US took more notice, As a result, "we have more to do.," The 1966
summer pour was one dieect result.

The Cunningham School had been doing well before -- among dancers the
company's reputation had long been high. What really increased the
nugber of students was the move to the new studio. :

0ld Studim - MC got it through friendship with the Becks, who ¥t held
half of top floor for him, He was there for five years, and there was
almost always some sort of crisis going on. "Every time we left on
tour, it seemed, we were in the middle of a catastrophe," When the
government closed the building on the Becks, for example, Cunningham
was about to go on tour, That morning, he came to studiec to vack cos=-
tumes and was told he couldn't get in. Pinally talked his way past
guards, by letting them come up and look at his files fo make sure he
really worked there; they watched him pack, followed him out and locked
door afterwards, "and I had no idea what would be there when we got
back." There was only cold water in the building, and sometimes not
even that., When the toilet wasn't working, the girls had to go across
the street to the bar, "But it was a nice space, a beautiful working
space."

The Future - Merce would like to enlarge the company -- '"not xmxk a lot.
Two more girls, maybe one more boy. If we begin to tour a great deal,
we'lll have to havem a number of pieces that everybody is not in, and
there will be some shifting around. Of course some pieces are flexible
enough for that anyway. When Peter was hurt doing Place on our last
tour, and couldn't continue, we got together during the intermission
and parcelled out his part -- Gus did a little, Al did some, even Yseult
took over certain things. The next day we rehearsed it some more and
put ¥seult in and announced her -- we couldn't say she was replacing
Peter Sauls, so we didn't say anything.
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World Tour (/Oixﬁn,)

- - 1 s a Aarnnah s |
"Our 4 ingt work outside the Cunningham company Was never a problem until
the world tour.

Just prior to the tour they had done a season at Hartford, th

tiny stage, doing almost the entire repertory. Bkemxexhadxx It W

and somehow dispiriting. Then, for the tour, they got a manager

Lew and Davii. "I gathered that things were getting a little s

The annoyance over press reports about Boh doing choreography. ot n
problems, Alex was going to be sent home from Sweden because thpy c:uliﬂ t
afford his salary; bob took it over. Bob and Dmvid doing pieces 1n ?wzﬂfn

bothered both Merce and John. The cow piece: A relative of Pontus nad &

farm, and consented to come in leading his cow. "Bob had a way with atmos-
phete and objects."

Steve toesn't know why it all fell apart in ‘
between one of the Sarabhais and Merce -- wh} i f ”“:f?fhl: ‘
are there no fat dancers? Why is everyone SO well ﬁtajnﬂd. ’j?nili ® v
"ye were bein; repyesented ¢ srding to Cage w‘TJ?CoptIOT‘ wh:unwvﬂ: n?_d 1
same as Cunnincham s practice." Merce wanted highly traine ‘n‘eroipih;
his work was a good deal more formally interesting the age's Andthen,

£ P3

Merce was up against the ifficult logistics of running a touring COREP=HJe.

-~ - P A s with
"] really regretted leaving the company. But 1 felt y ha A vith

i i ff 4 - sanalit
felt it was a difference in personss
a dance company, wie
cross-country tours
Nothing could e

hecome part of

ret better
ge )

S
WAYS.

Bob's Fame . | I e
Tt's not true that Bob suddenly bdeend pecan
- ¥ o 2
money for five years before 'Yenice, had

"He wgs made very
Then I remember oné Tl
that his pody was just

nI gense in all his work an incredible loralty

sy S UMEYTTE WILLING to leave that up to me,
They asked me at the beginning how Iwanted to handle it —- whether I
wanted to take the responsibility all on myself, or have a committee
appointed that wouldprotect me, I said that's easy, I want to dmzik
&X2 take the responsibility. They said that's what they'd hoped I'd
say. And that's the way it's been," Solomon attributes new attitude
partly to Murrow, bmbxmadink partly to Lois Bighaw—*, woman who's
been working cuietly far years within USIA to develop esthetic attitudef
toward fine arts, but mainly to Kennedy influence.

Week of ivate openings preced

X Clhiety Fiie A5 Sectun, Exkibife Divsrin ot wsia.
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Bob was becoming famous. Bob was "trying to take the company away from
Merce.," He would take the dancers out and buv them femmms meahs in fancy
restaurants, and everybody wanted to be with him because he 5 such fun.

"Bob was financing a large part of the tour." And when their money ran

out in Finland -- airline took away their tickets because one member of the
group had left -~ Shareen Blair -- and new higher fare was charged -- John
thinks Dob paid the extra (Reuben remembers he was called, and sold a painting
of Jasper's).

John was also enraged by an interview Bob gave (where®) in which he said
that the stage was for him a canvas, that he treated it like the
largest canvas he'd ever had to work with." It sounded as though the
company was his, not Merce's,

John's fr‘ienrlﬁhip ‘w’!tl‘q Bo ended on this tour. Now the break is ;'="f:]"_ﬁ’3,
but Jdohn is not interested in reinstating the friendshi He feels that
Bob has gone steadily downhill since he and Jap broke up "But his

imagination has held up" -- the léite work is still very interesting

Neither John nor Merce remember any specific moment of rupture. Communication
between them had almost ended by the time they got to Inidia. +n Japan, Bob
did a performance at the Sogetsu Art Center, and neither Merce nor John went
to it., They say they were too exhausted by then -- Merce 14 of a rehearsal
when Barhara Lloyd fell down and just lay there, too tired to get up (Rune).

Feelings about Bob's theater pieces? Interesting visually, but there was no
dance in them, and therefore no future for dancers. John feels they were not
nearly as inte®esting as his work in painting. Yvonne Rainer was the real
force in the whole non-dance idea. HMust talk to her and to

Uonsulate 1s a relatively new bldg, with advantage ol being right next
to Peggy Guggenheim's and near center of town, Will be the only
exhibition of Biennale open at night.

Absolutely no interefergnce with choice of artists and works, Solomon
had to bring photos of ‘évepything he picked down to Washington, but
this was purely to make sure there would be nothing obscene or

1it No problem here — current crop of artists are absolutely
a-political, and by no means obscene., "There's been a great change
since the McCarthy period, Ewsphdgx These things can be juwigedonly
on esthetic grounds now, and they're willing to leave that w to me,
They asked me at the beginning how I wanted to handle it —- whether I
wanted to take the responsibility all on myself, or have a committee
appointed that wouldprotect me, I said that's easy, I want to dmzkk
8%t take the responsibility. They said that's what they'd hoped I'd
say, And that's the way it's been," Solomon attributes new attitude
partly to Murrow, bubxmadnX partly to Lois Aighan—*, woman who's
teen working cuietly far years within USIA to develop esthetic attitudef
toward fine arts, but mainly to Kennedy influence,

arties and private openings precedes

=7 B

<o

X Cliety Frie Afls Secun, Exkibife Divrsrin of tusia.
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Alan Solomon - Biennale

US for years was only country whose exhibition not govt supported, Cheesy
little pavilidn, Monticello type, next to Sesst Scandinavian Pavilion which
is most beautiful there (all the great powers have lousy pavilions). In
past, Museum of Modern Art had either done exhibition itself or farmed it
out, and «quelity depended on whom it wgs farmed out to, Great show dn
1950 (ck, date), with Pollock, de Kooning, Rico “ebrun, others/ 1952 was
one-man De Kooning, Last Biennale,smx US exhibit was excepticnally bad
by general agreement (Nevelson, Hadzi,Lleren MadverYau mdu lle, 5.
MMA decided to drop its sponsorship -- 8clomon says in hewes expectation
that USIA would theashoulder Binancial burden and hand Job over to MMA,
Instead of which, USIA made inquiries around the apt world, and settled
on Solomon, Everybody xxmw had assumed that, now that the govt was running
things, it would be ultra conservative, USIA set out to disprove this,
Made an excellent showing in Sao Paclo Biennele, the first orgenized by
USTAS{ GJJ;“NWM‘ Fok & &r..d Prie

Soldmon says he's had an absdlutely free hand, Went down to Washington
and explained what he was going to do and why., Went to Venice last fall,
arriving just after assassination, and had conferences with Biennale
officials and USIA people from Trieste on space, Wanted more space,
Biennale worried because so many new countries now demanding space they
feared charges of submitting to American imperialism, The solution was
to put American exhibit in the American Consulate, which had recently
been closed down —- parb of general economy move in fmrmiem State Dept;
Venice Consulate transferred to Trieste, much to discomfiture of Venicé
Tourist Bureau which will now have to cope with 200,000 American tourists
who come to ¥enice every summer and lose passports, money, or lives,
Consulate is a relatively new bldg, with advantage of being right next
to Peggy Guggenheim's and near center of town, Will be the only
exhibit ion of Biennale open at night.

Absclutely no interefergnce with choice of artists and works, Solomon
had to bring photos of ‘eveyything he picked down to Washington, but
this was purely to make sure there would be nothing obscene or
political, No problem here — current crop of artists are absolutely
a-political, and by no means obscene, "There's been a great change
since the McCarthy period. Ewmewphdgx These things can be jud gad only
on esthetic grounds now, and they're willing to leave that wp to me,
They asked me at the beginning how I wanted to handle it —- whether I
wanted to take the responsibility all on myself, or have a committee
appointed that wouldprotect me, I said that's easy, I want to daztk
aXt take the responsibility, They said that's what they'd hoped I'd
say, And that's the way it's been," Solomon attributes new attitude
partly to Murrow, bukxmmdmk partly to Lois Bisghan~—%, woman who's
been working cuietly for years within USIA to develop esthetic attitudey
toward fine arts, but mainly to Kennedy influence.

Week of parties and private openings precedes official opening on June

StV ~ skl - 2 e
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Dance: Trouble With Going Abroad

Limited Funds Hamper
U.S. Representatiorns

By CLIVE BARNES

IN the great days of Pax
Britannica the classic solu-
tion to any difficulty was to
send a gunboat. Times have
changed. The Soviet Union,
for example, is far more like-
ly to send a dance company
than a gunboat, and, indeed,
the Red Army Dance Ensem-
ble is one of the most active
and arguably the most effec-
tive unit in the Russian army.

How does the United States
come into this picture? The
answer is half-heartedly. The
State Department has an al-
location of only $2-million a
year for a performing arts
program overseas that can
show the flag to nations both
uncommitted and committed.
And $2-million does not buy
much image-making.

L]

The trials and tribulations
of a dance troupe trying lo
get to Europe are well illus-
trated by the story of the
Merce Cunningham Company.

For five or six years, the
Cunningham Company has
been sought by various Euro-
pean interests—theaters and
festivals and the like. Unfor-
tunate'y it was impossible to
take up the invitations be-
cause funds were just not
available. However, in the
Spring of 1964, the company,
assisted by private patrons,
decided to risk a world tour.

Over a period of six months
it gave 70 performances in 13
countries, including a four-
‘week season in London. O
this tour, the company not
only played Asia (with visits
to India, Japan and a com-
mand performance in Thai-
land) but also penetrated the
Iron Curtain to play in
lovakia and Poland.

The company took $40,000
in booking fees—but every
dollar made abroad needed to
be matched with two at home,
and the total loss on the
operation was $85,000, If the
Government had paid that
amount, the wonderful pub-
licity the United States re-
ceived would have been cheap
at the price. But it was free.

L]

This year the company:also
received a number of foreign
invitations, among them were
a festival at Sitges, Spain,
another in the south of
France, a film-date in Ham-
hurg and the very prestigious
Berlin  Festival. Hopefully,
two of the company's direc-
tors, Judith Blinken and How-
ard Adams, went to Washing-
ton to talk to the Office of
Cultural Presentations of the
State Department. No luck.

This office works, very un-
derstandably, first on the ad-
vice of an advisory committee
that plans out the needs and
sets the policy. Once these
needs have been determined,
a dance panel, made up of
people professionally engaged
in the dance world, “evalu-
ates" such applications as
have been made and “nomi-

Case in Point: Trials of

Cunningham Troupe

nates” the most suitable
group to meet the specific
need. It seems that the Cun-
ningham Company was “evai
uated” but not “nominated,”
which might be thought
strange since it has already
had a tremendous success in
Europe. But the basic State
Department difficulty here is
insufficient funds.

However, the story has a
happy, or fairly happy end-
ing. The great Spanish painter
Joan Mir6, who had seen the
Cunningham greup in Paris,
was so interested in getting
the company to Spain that he
donated one of his paintings
to pay the company's fares to
Europe and back, and the
troupe will be able to carry
out a restricted European
tour. but not. unfortunately,
to Berlin. Lucky old State
Department—being subsidized
by European painters.

°

The story does not end
quite there. This November
the Cunningham Company
has been invited to appear at
the Paris Dance Festival—
the greatest international fes-
tival. If it goes it will need
State Department backing.
Ironically, a dance company
that has already accepted is
the very generously subsi-
dized National Ballet of Cuba.
Is this to be another case of
“Cuba si! Yanquis no!"?
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“; really enjoyefi the whole company. I didn't like what seemed to me
like the heirarchy, with the three starse. Merce kept the company
together thru intisidation.™

The Venice Biennale became such a scandal internationally that metters
became very difficult for everyone. "I didn't see anj way of handling
its I'd show up for z press conference, and 211 the questions would
be theown at mej; if I didn't show up, Hérce and Johy would say we all
had to support each ofher and where was I7?"

"I didn't know until I got to Venice that it was some kind of contest.

I just supposed it was another group show. I was there solely to work
for Merce."

“In Stockholm, there were posters all over about me and Debbie Hay and
Alex and Steve doing sn extra museum concert. We all went to Merce and

asfﬁd hgw he felt about it,and he said OK #4 long as it didn't interfere
Frift RS e?ﬁgflﬁés,,?nretrospeot it appears that llerce's tongue is separate

Elgin Tie — reviewed as "Cowkunst" on fromt page\%sggéﬁgg?vgtive papere.
Bob was looking for a cow, and Pontus said his brother-im-law was a farmer
and could sygpply onen "I'd just been in London, and had fallen madly in
love with the Elgin Marbles — that combination of men onfl cnimals. The
idea was Lhat I'd be carrying a bag of flour, and the flour would join
me znd the cow together. Being from Texas I didn't expect problems from
cowsy I always thought of cows as pretty docile. Dut it seems that Swedish
cows are more like bulls. e rehearsed out in a field, in the rain. The
cow was wet, I was wet, and in a matier of momengs we were both covered
with flour. David [udor did a wonderful thing with the laghts. There
were fluorescent lights, and he put contact mikes on them to pick up
the sound they make when the come on, that little ping-ping-ping. John
was afraid tnat if David got a taste of composing the entire avant-garde
music world would collapse —#everyone had pieces that pobody else could
play. Ahyway we started off with Shotput, which I did in the dark with a
flashlight Zttached to one foot. Then I would run# around back, in the
dark, go up a ladder, and open a little slot in the skyl ght znd grab the
rope (I had bags of props tied to the rope, nonsense activities like changifng
a sock while h=nging there on the rope, there were loops I cduld put my
feet in, but it was scared of heights and that's why there was no rehearsal
for that part)s. The end of the rope was in a barrel of water on a farm
wagone I descended into the barrel, then got ou: and into a pir of shoes
nailed to the front end of the wagon. I also had 2 tie, called Elgin Tie.
I got into the shoes and lean=d out as far as I cduld, tying my white
fie which was a signal for the cow to come in. The farmer tied the cow
to the wagon, and the cow pulled it off while I tied and untied and retied
the tie. The cow shit wa$§ not programmed. There was not one rehearsall
I was too scared of heights. That's also where I met Cyvind Fahlstrom."
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THE FINANCIAL TIMES TUESDAY JULY 28 1964

MERCE CUNNINGHAM-1

by ANDREW PORTER

Merce Cunningham and Viola Farber

Systems repugnant to the intel-
lect and to common-sense <an pro-
duce art which delights senses and
soul. Twelvenote . . . oOr
Christianity, for that matter? -l
find the theoretical basis of
random composition at  worst
revolting. at best only valid for
small claims: * ear-stretching,” or
making the  listener question his
usual assumptions. For John Cage
Ao lay transparent music-paper over

" /the pages of a celestial atlas. and
./ then dot in the stars as notes,

s
|
i
i

. strikes me as absurd: but that

] Cage's Atlas Eclipticlis makes a
\ piece of music well worth hearing
| cannot deny.

Mistake. surely. lo-publicise this
company as way-out avant-~ Qc?
Aleatory structures (- T
player), indete= « 2o
dom el wgﬂlﬁf/ out the

X \hapes the

‘ges they
amiliar,
V-move-
\ Every

‘ounds

nging

e of

the

to  ugly sounds. (Beautiful=
graceful, shapely, etc. Ugly sounds,
noises=grating. harsh, etc.) Can
dancers with bodies as well trained
as those of Cunningham’s group
make ugly movements? Nobody
did last night. Would a Cunning
ham movement ugly by intention
prove pleasing to the spectators
by reason of virluoso execution?
Cage can certainly make ugly
sounds.

I have set these random thoughts
and questions down on separate
pages, and shuffled them,

Cage's Music for Piano 4-84 has
one listening intently Lo single
notes. and then probing the rela-
tionship between two single notes
when the second one follows.
Listen hard enough, and one is
pondering one of the basic mys-
teries of musical communication.
(But | can't listen hard enough
when | am looking at Cunning-
ham's Suite for Five al the same
time,) Does it need a Cage to give
me this experience? And if not,
how was it that nobody with an
experienced ear got taken in by
Piotr Zak's Mobile, the BBC'S
spoof piece based on Stockhausen's
Zykius (played in any order. pages
any way up)? Stockhausen was ad-

i a doe o <

than O.K.—a genuinely creative
mind. But | can’t say why (any
more than about Zyvkius), just
report that I liked a lot of it a lot.

Interpenetration is the fancy
word for the fortuitous juxta-
position of music and dance.
Sometimes, they say, note and
gesture gel, and then that stays in.
But several of Cunningham’s pieces
can't, because of the way they are
made, be the same twice running.
The interaction of chance and
choice is old-hat to music critics,
but we haven’t seen it .working in
dance before. Much depends on
the performers. Can be awfully
boring. Cunningham’s performers
are fine ones, each with a
distinct artistic personality. Tne
“ Encounters ™ in the finale of
Suite for Five are tremendously
=xhilarating.

At the least; the dances set you
thinking about the relationship
between music and movement—
and questioning basic assump-
tions. But as 1 said above (or will
it come below?) that’s’ a small
claim. Does it need a Cunning-
ham? What is the something
more that makes me think him a
creator. not just a poser of ques-
tions? Who

v

the Piotr Zak of
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Sadler’s Wells

MERCE CUNNINGHAM-1

by ANDREW PORTER

THE TIMES THURSDAY JULY 30 1964 A

Welcome Dance Images |

Sadler's Wells Theatre; Merce Cunningham and Dance Company |

an engaging performer, and whether

The journey i interior of Mr.
: it conducting a pas de deux with a chair or

Merce Cunmingham’s dance Iandscape

:}a:ouh aj Last night at the Sad-
Wells

eatre Mr. Cunningham and
his Dance Company

red Lgfndofn a
completely new programme our
hneu«al{

of them Mr. Cunningham

facing up to the awful problem posed
by & sweater with four arms. he was
pure gold. The subtly splashing light-
ing of Mr. Rauschenberg is pn}mhng a
constant joy throughout this stimulating

gy
i

Fasfd dung

scason which continues only uniil

himsell, They confirmed rather than
i Saturday.

amplified the impression the American
compuny made on its debut.
Rune, distinguished in part by Mr.
Robert Rauschenberg’s wild variety of
brown leotards, is another of Mr. Cun-
ningham’s “ chance " works. We are
intormed by the programme that “ the
continuity of the dance is so arranged
that it can change from performance 1o
per ', and the e . Mr.
Christian Wolff, has also permitted a
certain * freedom of choice™ 1o his
musicians,
One wonders why. Perhaps some-
thing is gained in spontaneily, perhaps
chance occasionally throws up juxtapo-
sitions of startling significance. but it is
presumably something of a gambie, The
choreography for Ruse is. apparently,
like Mr. Cunningham’s work, extremely
interesting.
lts shimmering variations in _\peed.
weight and direction, together with the
dissociation of ane step with the next,
usually gives these dar;lcss a uns_%‘?l duz ) s
focation rather than fluency, ere i ?, Mérce - ; h
possibly some similarity here with Dance (l'rllpnn’_\*’m:::_gh"rm“5’!1] fp,’m a0u T'wel
Balanchine’s Episodes, a work created mai.ﬂlcq at the Phaenix 1h:'|rre‘i c:
just a few weeks before Riune, but where- ft!:_m:nmng cheerfully with the g an
as Balanchine’s ballet is moulded by its \J 100 work they started durip f}r‘no
Webern music, Mr. Cunningham’s CAS0N at Sadler's Wells, ‘T :m eir
choreagraphy is purposely kept apart S nm:z
from the musical structure. n being used 1o o et voat
This is generally Mr. Cunningham's wu_lvmv;f. 53y, Swan Lake,
thod. but in Septer, set to Saiie - Soel OVe 4 traumatic
‘;"leu'u Pieces in the Form of a Pear. the xff{if";cﬂ It Would be Jike a R:pm\‘;;lli,:
choreographer uses the score quite con- doWn fren nlep for 70 years, Ao
ventionally, and this seems no disadvan- T e Il the mountains and discover
tage. The sharply fragmented dance modern er\l_.m-i Most extravagant in
images, characteristic of Mr. Cunning- . CF nting and sculpture
ham, are still very evident and welcome, - Cunninghamy
as is his wil. Seven cpisodes, each given

Ballet Music’s
New Sound

find the th
m  com

small claims
waking the |

10 lay transpis
the pages of
then dot in

strikes
Cage's

I cannot deny

Aleatory struc

i i) Programmes
o Fhoenix are the sa AL player), indets

Wells with h me as at Sadler’s

vaguely ambiguous titles, follow one with the solitary aady e il
-ng’hg with charm, and occasionally & l':;n b"é’”' Field Dances, gur E:: o
mordant touch of bitterness. - Created a year 5

4go it is unique
ngham canonq, @
himself does no

in the present Cynn:
that Mr, Cu“nmgh;\::
appear in

Night Wanderfng, a duet for Miss
Cnro‘l'yn Brown and Mr. Cunningham,
seemed unusual in this repertory in its

The days wh
isteney of mood and atmosphere. W en Ruskin could i
wﬁ;mr;uﬁli'c by the Swedish composer, ,,’r:'sjl?;f;r bY Suggesting thar fe ]p;n:ll(:
Mr. Bo Nilsson, Mr. Cunningham has set face ™ are i"-‘;: Of paint in the publjc’s
. his sights at evoking timeless desolation, phor hae heg.:,‘,';w:f’f"" 2% o tnoke

; s hie reality 3
Secepled artistic meifg, LY Of

and achieves a chilly success, a victory
only now carching

autematically pyrrhic in its lack of

g . N Up with the
emotional appeal. e, harvest reaped by o, the random
The zany comedy Antic m"«l?;f""‘l: clans, but in g /‘smfr];@:”‘. and musi-
far more  popular.  With dns o like Field Dureee sy, agreeable work
zappopin humours and amusing making up for 1541 Got nningham is

\'music by Mr. John Cage which sounded

' I is ac
| like a brass band desultorily rehearsing s accompanied by

John Cyge Here. Mr music by Mr,

L guring a particularly nasty air raid. it
Qiﬂ‘h;n?v fail. Mr. Cunningham is

age’s score i
- Withtxe intervenging

E
>

3 1aped collage

MONDAY AUGUST 3 1964

The Arts

American Choreographer’s

lots with delt ecanomy

D SelTou duestions, such s WhY mu

i combined * or wh
al? He |

tre for a [further two-and-a-hulf
weeks. The London public is happily
more adveniurous than was thought

dunce and music be
must chorcogruphy be fue
great innovator and &

the daneers bounding sround ane snother
Jke fatins on u hot summer's day, has
mnullul desigos by Mr. Robert Rauschen-

et both Mr. Cunningham and h

tiful and even .u\
pany are beautifu pw:r:;\l,mm ki

L end m by A
Tokos e, e be Mr LaMonte Younk

Cunmngham gem

Merce Cunningham and Viola Farber

Systems repugnant to the intel- 10 ugly
lect and to common-sense can pro
diice art which delights senses and

Christianity, for that ma

ugil ussumptions

a colest

i hes a
plece of music well worth hearing ope

Mivtake surely. to-publitiie this
company as way-out avant~ e’

sound {Beautful
graceful, shupely, etc. Ugly sounds,
noises= grating. harsh, ctc) Can
duncers with bodies as well truined
as those of Cunningham's group
make ugly movements? Nobody
did last mght, Would & Cunning
ham movement ugly by in
prove pleasing to the spe
by reason of virtuoso executi
Cage can certainly make ugly
sotmds.

1 hitve set the:
nd questions d

ve-note

* ear-treiching.” of
istener question. his
Far John Clge
enl music-pape
wdom thoughts
Wn on separy
es, and_shuffled them
sge’s Music for Plano 4-84 has
listening mtently 10 single
notes, and then probing the rela:
tionship hetween two single notes
when the second onc follows
Listen hard enough, and one is
pondering one of the basic mys
teries of musical commumcation
(But | can't listen hard enough
when | looking at Cunmr
ham Suite for Five at the sanie
time ) Does it need a Cage 10 give
s cxperience? And if not
i it that nobody with an
tenced ear taken in by
Zuk's Mobile, the BBCH
spoof piece based on Stockhausen's
ayed in any order. pages
> Stockhausen was ad
eemed warthless

tures [~

than O.K.—u genuinely creative
mind.  But [ can’t say why (any
more  than  about Zvkius), just
report that [ liked a lot of it a lot

Interpenciration is  the fancy
word for the fortwitous juxta-
position of music and dance.

Someumes, they suy. note and
gesture gel, and then that stays in
But several of Cunningham's pieces
can't, because of the way they are
be the same twice running
nteraction of chance and
choice is old-hat 1o music critics,
but we haven't scen it.working in
dance before. Much depends on
the performers. Can be awfully
Cunningham’s performers
are fine oncs, ecach with a
distinet artistic personality. Toe
“ Encounters ” in  the finale of
Swite for Five are tremendously
sxhilar wng

At the least, the dunces set you
thinking  about the relationship
between music and movement
ind questoning  basic  assump
tions. But as | said above (or will
it come below?) that's a sn
claim. Does it need a Cunning
ham? What is the something
more that makes me think him a
crealor. not just a poser of ques
tions? Who is the Piotr Zak of
niodern dance?

| and for
| Musical than
1 Uv\i"l_mﬂaﬂlmcﬁl(l

Certainly Mc. Cunningham has never 355" \iows a great dea aboul ihe b o aander new 1o Landan, 1t o Pke the
plaved <o long in New York doors of social security, and {0 fears “unchong | 1 CUN0s  like ‘sagng Ta0ary

On Sdieduy M. Cunningham celebrated pur western society. His worl S0 Sl Clunking 1y DB clanging, sayic o tor
the conclusion of his Sudler’s Wells foray  ably be seen lo betier Jdnv&k by o) Phony % 1S domestic byt mmv':u?‘ and
by mving another three ballels, new 1o gramme that ;n:lud:dl ““ 08 faca o TNl Beiyidas . S
Lomdon. bringing his week’s tally 'up 10 15. choreographers. for hus l0paRg ot %00 Ons thal sit comically upencnial
Sunmmieripace. a gentle hyric ballet with  fanguage is a little oo Wmit " dances. Even if thig 1y hg e

SR HOP Ruuschenberg’s contribution to

s S Shope the first bill seems the least
cye) tells me th <igl But fine e
am is OK. And more | “remember them in detail. So

| ceepi— presumably more to them than

ineets the eye at first
So much has been rejected—all
facial expression. letting the music
hurmonise ™ with the dance, any
narratve element—that the effect
fs auslere. sometimes even puritan,
Cunningham does not always avoid
the atiempt to communicite emo-
tions: “The atmosphere is harsh
and erotic mood is vialent and
disturbing.” With less rigorous
“purity * of means he could com
municate far more easily, But hom
much would the particular experi
ence his work gives us be weukened
then? It fsn’t casy—not for him
nor for us
Would we accept Cunningham
==+inn if he had proved

‘eogrg D /? p

S
The Sculptiyqy Choy

100
illet?

Of M I, sl .l"r.g.\c‘
Sadier’s Wejls Theatre. Cl!ﬂ/?llig’/]a/n Jue?)

e
4 %
It seems almogy 1o h & Winingham and p

custom f, ance |
L'"mp'«m;‘,"\,‘mm“m While naughyiy o C'ompnuw
X Siting Lo m's ge ack in . ]
Strangest Ballet ety Ying Londe
,'“h“"' has paid ', mf;”" Martha  offers 3 1p mn:‘ﬂ“ cod and"f,“"“"“ n
- " OcCcasio, 15 honour o Ine 3 Hly 1dyllie IS -Mmov,p,
Sadler’s Wells : Merce Cunningham and Daice Comnpany Wells M7 Nio, 5L BBt at Sqdjery Walching s pesceluyr oo "8 Pietire:
tained { rce. Cunning, 4 ith a of eCUliarly by ot i ONE weye
3 sed-by.zail- d the tra, Am main. lsmolitg, tifu) e
Unguestionably the most remarkable of clephants bﬁ_““ﬁ,::‘,&;,ﬁ?«-, % diurh Performance (]d;'(“-“,”) by giving the firg Frn:dvu 2ony '.’”;"»_‘(ﬂ? i king ::T.‘Lh.i’\,‘
| aspect of Mr. Merce Cunmingham's Was-sagiace. BRI cheahorg's BeROn candstion LS. 2 dinces & dEMO0stration b 295 Chanye-
splendid London season has been als g, o0 dnd Mr. Cu mp‘hami\‘l':(\du. nd Martha h”“*‘v,:dpv?ﬁ classical  Sfective, ‘“U;.;xu;, and proyey Tovers of |
guccess. No gratuitous insult is intended,  ¢in combine o pres :'rwf“ﬁfc.ncu ‘::;‘r;‘!' Blithes h:}u‘siv 2 number "-[. A‘M: must ’1‘ Temirkable by, " MoUS way .v,lu”:fm”‘
but Mr. Cunningham and his Dance  horror, only momentari e “‘M,mm Cunningham® A0¥INg at _.\c_“c“rcvl"-’h.w g ¥ nalx.m"f;‘jnx atie “":‘m.r
Company are among the avani-garde the ””““”cl {“”{,}'.’&"r‘f‘é'él,cu in all-over / Starilingy Aarc{‘.t‘ngr hrst finding h‘s‘u :4({{ hc-m“" S0 far—py wr‘“ﬁeé"“ Airst of l::::f
. ¥ q ¢ dun , AT g i 0 3 o,
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MERCE CUNNINGHAM-—2

by ANDREW PORTER
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chootes 15 creation on a low leve
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The future bursts i

MERCE CUNNINGHAM
s company have burst on\the
British scene like a bomb, for
a simple reason, Ap a biow, b
ballet has been brought right ap
n line with the front-rahk
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controversial American dance Craham,
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Cunningham Besides admiring Lo Movement jisgif  XUde a powerfy] ¢
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cadenzas, sculptural collections of nisatjon Dance and musjc oo, cocted as a finely
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Letter from the Biennale

Calvin Tomkins
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For a good many years now, the suspicion and general edginess whown
by representatives of the U.S. Government toward American avant-garde art
has been an established fact in political life, The beginnings of a
change in this attitude became apparent under the Kennedy Administration,
of course, but & great deal of the old suspicion remains, and for this
reason the recent triumphs of the most advanced American art in inter-
nat ional expositiions, achieved with the full} cooperation and of ficidl
support of the Governmert, have been even more significant than they
might have appeared otherwise, The U,5, exhibit ions that travelled abroad
to the Sao Paole Biemnale last year and to the Venice Biernale this
sumer were sent under the aegis of the United States Information Agency,
which assumed responsibilitybfor both undertakings when the Museum of

Modern Art, which had sponsored them since 1954, announced in 1962 that

it could aiford to sponsor them no longer., At Sao Paclo, one of the major
awards of the Biennale went to Adolph Gottlieb, the New York abstrect
expressionis§; at Venice, the international grend prize for rainting has
Just been awarded, for the first time in the history of that venerable
institution, to an American artist, and a young one at that -~ the thirty-
nine year old Robert Rauschenberg, Whatever these successes auger in
respect to future relations between the government and the avant-garde,
they have certainly come as & surprise to that ultre-individualistic, or
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CGoldwater, fringe of the art worldk that Jmshm has always regarded govern-
mental involvement in the arts as aYthreat o artistic freedom,

Perhaps the most intreguing aspect of the situation is that the
Government. has recently shown itself to be more kindly disposed toward
the new, the bold, and the far-out in art thaf the Museum of Modern
Art itself — a statement for whish the|Tentce Biennale, which will run
through October, can be taken as the case in point, When the museum
dropped its sponsorship of the Biennale exhibitions in 1962, it was
generally supposed that the U.S.I.A., which was then being run by Edward
R, Murrow, would simply shoulder the financial burden and ask the museum's
officials to put together the show as before, Instead, the agency eommx

m.ﬂ-di-om inquirjes around the art world, and then gave the job
S the Ven g8 i

the Venice show to Dr, Alan‘Solomon, a highly gifted art schélar with
& geniws for installation, who had proved during his previous year as
director of the Jewish Museum of New York (which agreed to give Solomon

& leave of absence and to act as co-sponsor of the exhibition), to be ome
of the most active and paBAMSHARkest champions of the new, post-abstrae:
expressionist currents in Americon art, I had lunch with Dr., Solomon

in New York one day last May, shortly before he went over to start ine
stalling the show in Venice, and he told me then that, far from trying

to impose a cautious conservatism on this yeart's Biennale participation,
the U.8.I.A, had given him virtually complete freedom to do what he
wanted, "They asked me at the beginning, way back last fall, whether I
wanted to take the responsibility all on myself or whether I wanted to
have a comnittee appointed to protect me,” Solomon said, "I told them
that was easy — I wanted to take full responsibility, ‘They said that's
what they'd hoped I'd say, and that's the way it'ssbeen,dwamxsimmwy Solomon
attributed the agency's open mindedness to several factors, notably the




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

Tomkins W.c. 4

The Museum of Modern Art Archives, NY

enlightened leadership of Murrow and the tact and intelligence of Lois
Bingham, who, as Chief of the Fine Arts Section, Exhibits Division of
the US.I.A., has been working quietly but effectively for several years
to develop greater respect within the GCovernment for the work of contem-
porary American artists., Most of all, though, he attributed it to the
new cultural tone of the Kennedy Administration,

Last November, Solomon flew to Furope to confer with Italian officials
of the Biennale and to see what could be done about enlarging the exhibition
space for the American show (the American pavilion in Venice, an uninspired
Geargian box put up in 1925 by Grahd Central Art Galleries, which sponsored
U.S, exhibits there until the Museum of Modern Art tock over in 1954, ds
one of the smallest on the Biennale grounds), He arrived in Faris the day
President Kennedy was shot. "I didn't know whether to turn around and
go home rigit then and there," he told me, With everything suddenly un-
certain, he went on to Venice, The idea of enlarging the U.S. pavilion,
for which the architect Philip Johnson had slready wolunteered his services,
was obviously out of the question nowj appropriations for the job v
would be in doubt, and with only five months wntil the Biennale opening
any delay would be fatal, Comvinced that the U.S, pavilich was hopelessly
inadequate, though, Solomon asked the Biennale officials whether they
could let him have extra space in the large Italian pavilion, as they had
done for other countries at past Biennales, The officials said no -- too
many new countries were requesting space already, Solomon then inquired
about space outside the Bienmale grounds, which are out toward the end
of the main island at some distance from the center of the city., This
wag possible, he was told. He looked at several buildings, inclwiing the
anciert and unused prison adjoining the Doges' Palace, but nothing seered
at all suitable until he $me shown the former U.S. Consulate building on
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the Grand Canal, Officially closed the month before, as part of a State

Department economy measure that has ef ected closings and transferrals of
consular activity in several areas of the world (the functions of the
Venice Consulate were transferred to ¥rieste), the building was still
the property of the U.S, Government, Furthermore, it was located con-
veniently in the heart of town, directly acroes the Canal from the Gritti
Palace Hotel, the favorite of many Americans, and adjacent to the large
modern palagzo of Peggy Cuggenheim, Finally, and most important, the
Consulate®s series ofcool, attractive salons and offices downstairs struck
Solomon as being just about ideal for the paintings he wanted to exhibit,
thexmx Before making a final decision, he had to make sure that any works
hanging in the Consulate would be officially considered part of the U.S,
Biennale exhibition. After receiving assurances that convinced him there
would be no difficulty on this score, he took careful measurements of all
the rooms, left further negotiations in the hands o%.s. Embassy pifimimix
in Rome, and headed home feeling that the best possible solution had been
found to the problem of space,

When I bad lunch with Solomon last May, just before he returned to
Venice, his feelings about the show went well beyond the merely personal
and aesthetic; he obviously hoped that a major success !i:ﬁu Biennale
might influence favorably the Government's whole attitude toward conteme

porary art in America, Solomon 1s a slim, well-tailored young man of
strong convictions and great drivef,with a neatly rimmed beard and a
quiet, low-pitched voice that occasionally reveals a note of inner
intensity. The U.S.I.A., he told me, had beenm one hundred percent
cooperative during the ménthe of preparation. There had been no change
of heart under the new Administration, and no one had tried to interfere
with his choice of artists or warks., The exhibition, which he had evolved
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after a great deal of careful plamming for the space allotted, would include
more than ninty works by eight of the most advanced artists of the present
period, four "germinal" painters whose work had become the major sources
of significant developments in U,S., art (Robert Rauschenberg, Jasper Johns,
Morris Louis, and Kenneth Noland), and four younger artists whose work
showed the proliferation of these ideas (Jim Dine, Claes Oldenburg, Frank
Stella, and Johp Chamberlain), In presenting this year's Biennale exhib-
ition, Solomon disclosed that he had two major goals in mind, The first
was that Rauschenberg should win the international grand prize for painting.
"The idea hit me last fall," he said, "when I first took the job on., I
suddenly said to myself, 'My God, America could win the Biennale ¥his time
with Rauschenberg.'™ It should be explained here that there are two 2;:
internat ional prizes &t the Biemmale, one of which usually goes to a
painter and the other to a sculptor, The City of Venice also awards major
prizes to tm@mm artists, and there are a number of minar
awards as well, but the two international prizes are the important ones,
and skmee—bhe—Bienraleswas_inEugurated—be—3896, only one American had
ever taken one of these —- Alexander Calder, for sculpture, in 1952, In
fact, the only two Ameikicans to win painting prizes of any kind at the
Venice Bienrale have been Mark Tobey 1958 and James MeNeil ‘histler
e Jbianwaly uacled

in 1895, Since s the grand prix for painting has
gone almost withowt exception to School of Paris artists with impregnsble
reputat ions -- Ceorges Braque in 1948, Henri Matisse in 1950, Raoul
Dufy in 1952, Max Ernst in 1954, Jacques Villon in 1956, Jean Fautrier
and Hans Hertung in 1960 (no sculpture prize that year), and Alfred
Manessier in 1962, The spectacular rise of the School of New York, from
Pollock and DeKooning to Rauschenberg and Johms, had not as yet received
the slightest notice from the juries of the Venice Biemnale,

Solomon's second major goal was to wu’ on & show that would convince
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Furopeans once and for all of the strength and diversity of current
American art. "I want this show to do for Furopeans what the Armory
Show did for us back in 1915," he said, with a flash of that inner
intensity, It struck me at the time that this double-barrellsd Btk
xx might be overly embitious, The usual Biennale practdce, I had heard,
vhen a country has someone it considers a candidate for one of the top
prizes, is to place most of its emphasis on that artist and go all out in
the behind-scenes political struggles, Solomon was well aware of the
political maelstrom in which he wopld soon be operating, but he seemed
determined and reasonably confident, I wished him well, and immediately
began mking armngements to go over and see how he made out.

By the time I arrived in Venice, a week before the official opening
of the Biemnale, 8he rumor market was in full swing, A sizeable number
of artists, dealers, collectors, museum officials, art eritics and jour-

4
nalists had preceded me, and most of them could be fo at noon, at
seven P.M., and again around midnight swemmiskhea sitting on the terrace
of FMmmsk the Caffe' Florian at the Piazza San Marco, the headquarte:s of

the Biemnale crowd this year, One heard Rauschcnberg's mentioned again
and again, but usually in an also-ran context. "He ought to get it,"
I kept hearing, "but he won't," The Dutch reportedly had given Karel Appel
what amounted to a one-man show in their pavilion, and were bringing
poverful pressure to bear on the judges, "The Fremch will theeatem to
BaisPllaccat the Biennale smatzedy next time 1 they don't win, the way
they always do," a New York eritic said sourly. I saw Leo Castelld,
Raus chenberg's New York dealer, and Ileans and Michael Sonnabend, whose
left bank Paris gallery has specialized in showing the work of the
American svat-garde, and joined them for & drink, "Ileama is what
the Venotians call a manofine," he husband told me jokingly. "She is
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exquisitely polite to everyone, bttt you can tell by the quality of her
smile just which way the wind is blowing.," Mrs, Sonnabend gave a rather
wistful smile, "I hate this game of polities that goes on here,” she
said, "But I think if we're going to play it at all we should play

it right."

"At least we have an American judge now," Castelli said, "That's
one thing in owr favor," He explained to me that Sam Hunter, the art
scholar and chairman of the Art Department of Brandeis University, had
just the day before been chosen to serve on the seven-man panel of judges
who would spend the next few days viewing the verious exhibitions, before

announcing the wimx prizewinners at the end of the week, mw of

selecting Biennale judges, it appeared, was subject to intense pressures
from all sides, Nominations were mede by each of the Commissioners of
t%)m netions (DR, Sclomon being the American Commissioner),
but the final decision as to who would serve on the jury was the function
of the Presidert of the Biennale, Prof, Mario Marcazzan, who was expected
to make his selections with such wisdom and finesse that no nation would
feel its vital interests were being slighted, At the very last moment,
wisdom and finesse had dictated the inclusion of an American judge, to
serve on the panel with two Italians, a Braszilian, a Fole, a Dutchman,
and a Swiss, A telegram had gone out to hHunter, who chanced to be passing
through Milan at that moment. Hunter had accepted and his arrival was
expected momentarily, In fact, Solomon hed spemt most of the day meeting
incoming planes, because he had no idea vhich one Hunter was taking,
Neither then nor at any other time during the week did the art ¢rowd
at Florimn's seem to be paying much attention to Venice, which looked
properly magnificert that day, I learned later that the weck before, a
sudden, violent storm had lashed the eity with such force that windows
bm,mmmmd,mmuuummwtwwm
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three inches of water -- the eighth acqua alta of the year, and a modern
record, Today, though, a warm sun bathed the great square, and the famous
Vinetian light/ played its tricks with the ineredible architecture, "You
ke Venice?™ asked the young Torinese painter with whom I was chatting,
and vhose name, I had been overjoyed to discover, was Michaelangelo
Pistoletto, I nodded, "Italian Ddsneyland," he observed, with a shrug.
Ac-oss the square at the Caffe' Quadri, séem the band was playing Viennese
waltses in honar of the German tourists, who were Whewé in force, At
Florian's, the band played selections from "West Side Story" and the art

erowd kept its eje pdcdimwuton.

In the afterncon I took the traghettb, the gondels that plies back
and forth across the Grand Canal, and found my way to the Consulate, where
Alan Solomon greeted me én his way out to meet another incoming plane, A
brief stroll through the whitewashed rooms downstairs convinced me that
he had succeeded brilliantly in at least one of his ma jor objectives, The
show at the Consulate was not only stunning; it was a revelation. The
large, colorful, infinitely complex canvases of Hauschenberg and Johns
had never looked better to me than they did in those small, rather intimate
rooms, So many different things are going on in each one of these works
that when several of them hang side by side in a gallery or museum the
effect is sometimes overwhelming, In the Consulate, where they hung one
S i bt SOREE  arvranarty, pastired Vet T 5l soie
many times before seemed to me entirely fresh and new, More than half
the wall space was given over to Hauschenberg and Johns, Down the hlll,
one room apiece was devoted to the work of Dine (large canvases with
real objects — bathro-m fixtures and tools -- affixed to them); Stella
(geometrical abstractions); and Oldenburg (iainted plaster replicas of
food, limp plastic telephores, a twenty-times life size tube of tooth
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paste), In a pretty inner courtyerd and garden, John Chamberlain's
sculptures (made from smashed automobile fenders) lay rather forlornly
on the ground; they had not been mounted because several parts were
missing, and a frantic search was being made through the thousands of
empty crates on the Biennale groumds. This bit of intelligence was
confided to me by Mrs. Alice M, Denny, the dssistant Birector of the U.S.
exhibition, who was on lcave from her position as Assistant Director of
the Washington Gallery o Modern Art, "That's the way it's been for three
weeks ," Mrs. Denny sadd cheerily, "Total chaos., We had ewerything clearly
marked so that the pictures that belonged here could come here and the
Noland and Louils pictures for the pavilion wamict at the Biemnale grounis
would go there, Then we were told everything had to go to the Biennale

(N whth Dot
grounds for customs inspection, @he bargemen went on strike, sb—one—points,
and we couldn't move anything for two Ghﬂ.% top of which, the tourists
keep coming in or calling us on the 'phone to ask for directioms, or
help, or God knows what -- people just refuse to believe the Consulate
has moved to Trieste!" I observed that in spite of everything, the show
they had put on would be hard to beat, "I think so too," Mrs., Denny

w
said, "The problem is to make i€ official,"

The problem, as I liarned later from Solomon and others, was a
serious one, It seemed that a misunderstanding had taken place, At
least, the Italian officials of the Biennale were now saying that Solomon
had misunderstood them the previous fall, wbem and that they had never
said that work hanging outside the Biemnale grounds would be considered
part of the Biennale, or that It would be eligable for consideration by
the jury, Having planned and installed the show at the Consulate before
he had any inkling of such a procedural difficulty, Solomon »a=x now found

himself in a fairly excrutiating position. Artistic sensitivities were
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involved, and & last-minute substitution of Rauschenberg for Noland in the
Biennale pavilion, for exam:le, might create sclilsms too hideous to con-
template, His solution had been to erect a temporary plywood structure
in the courtyard of the U.5., pavilion at the Biennale, in which he had
hung one work each by Rauschenberg, Johns, Stella, Dine, Chamterlain and
Cldenburg, It was heped that this would qualify the six artists for
official consideration by the judges, But there was no certainty as yet
that the judges would even come to the Consulate to view the rest of their
work, and, to be frank, there was little hope that Rauschenberg could win
the grand prize on the strength of one small painting on the grounds,
Solomon was looking fairly grim when I saw him, and he did now show up

in the evening for the first big party of the week, gn board the yacht
that Iris Clert, the most glamorous of the Paris dealers, had fitted out
as a "Biennals Flotante" on the CGrand Camal with paintings strung from
the rigging, sculptural objects mounted fore and aft, and a precarious
gangplank leading to the Fondamenta de la Dogana, a few steps from the
vaporetto stop at Santa Maria del Salute. The Biennale Flotante art was
presumably ineligable for jury consideration, too, but there were no
seriows candidates on board and no one seemed to mind,

The next day, Monday, was a day of deepening intrigue and subsurface
maneuverings, Sam Hunter had arrived the night before, bub he did not
appear at Flerian's or at Angelo's, the restaurant favored by the art
erowd, and from what I heard he was trying to avoid all pre sure groups,
The rumor that night was that Hunter had smexedxx scored a major coup,

by persuadingk the judges to come to the Consulate, Owtside of the
pro-American group, thoughy I began to hear criticism of the way the
U.S, campaign was being handled, Sclomon was too aggressive, a Canadian

cureter complained, Demanding extra space in the Consulate had been a
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mistake — if other countries started taking space oubsidd the Biennale
grounds, the whole thing would get out of hand, There was criticism,
too, of the prominent pxrk role being played by Caste TP RARSPRETEARSEIATR
although it was semdiXy conceded that other dealers were working just
as actively behind the scemes/ for their artists, To my surprise, I
also learned that there was a group of swmmmgy Italian artists and sculptars
who were tremendously enthisiastic about Rauschenberg's work, and
passionately eager to see him win the prize, No one really m.l
Jout much of a chance, though; the smart bets were on Roger Bissiere, an
older School of Paris painter, and Karel Appel, winner of the 1959 Sao
Paoclo Biemnale and the 1960 Guggenheim Internstional show in New York,
The international grand prix for sculpture was iy generally believed to
be a tossup between Zoltan Kemeny, the Hungarian-born sculptor showing
in the Swiss pavilion, and the Frenchman Jean Ipousteguy., Kemeny's
ehqnuA were so good, I heard, that every one of his sculptures in the
\@gwhnd been sold in anticipation of his & victory,

Tuesday was the day of the official vernissage, or press opening,
of the Biennale, All morning, the yaporetti plying between San Marco and
the Lido discharged groups of passengers at the Glardihi, the fragrent
green park in vhich the various pavilions are situated, It turmed out
to be a trying morning for the foreign journalists and crities, some
two hundred of whom had been aceredited to the Bienmle. A price of
10,000 1ire (about $16) had been set on tickets to the vernissage, mainly
to discourage the curiosity of the general publie, Fasses were available
to journalists, as well as to museum of ficials and other art lords, bu
the press passes were inside the grounds, at the press office in the main
Italian pavilion, and the guerds at the front gate would let no one through
without a ecertaih amount of vigorous argument in broken or non-existent
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Italim, Once inside the grounds, it was clear that other countries
beside the U.S, had been having their difficulties, In the big, maze-like
Italian pavilion, most of the paintings were in place but nothing wes
marked, Part of the pavilion was devoted to group shows put on by
several of the leading modern art museums of Europe; another part offered
work from Latin American countries without pavilions of their own; the
rest was given over to the Italians,tewmsdwexy who appear at this period
to bFiilre gifted in the art of sculpture than in psimting, Most of the
comments 1 overheard on modern Italian painting that morning, in faet,
had to do with the misfortune of Mimmo Rotella, a leader of the torn-poster
sehool, who was recently elapped imto jall when the authorities found
. the field out his housg was marijauna,
NBien¥ 18 urely towr of the grownds, making mental notes to come
back to the more interesting exhibitions, Belgium's looked intrigging ==
largs assemblages of displaced piano rarts by Vie Gentils, and Pol Bury's
constructions in which scmething was always in mysterious motion. The
Dutch pavilion, as reported, was dominated by a handsome cisplay of Appel's
thickly painted abstractions, Nothing at all hung @s yet in the brand
new pavilion of Brazil, begun only & few months before, in which workmen
were powring the cement floor while a lady in a blue smock stood anxiously
by. Poland, Hungary and Remania had little to show for the thaw in Iron
Curtain cultwral policy, but Czechoslovakia did - large, bold paintings
in the abstract expressionist manner by Jan Kotik, The pavilions of
France, Britain,and Germany, vhich give the impression of trying to out-
face one another With their marble columns and raised porticoes, were
erowded and stiflingly hot inside, The ceiling of the British pavilion
had collapsed a few days before, and visitors had to peer at the paintings

of Roger Hilton through the supports of a temporary scaffolding, In the
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French pavilion, Bissiere looked impressive but Ipousteguy's sculptures
were somewhat overshadowed by a memorial exhibition of Julio Gonzales,
in another room, With a few exceptions, though, the art of many mations
began to seem discouragingly similer to me == the acres of paint, dark
and sepulchral or garishly brilliant, tended to merge into one huge,
slightly viseid, mster image that was interchangeable and freely con-
vertible, the European Common Painting., "“The Biennale made some sense
in 1900 but not any more," axsimkawnstim a Furopean dealer had said to me
the night before, "It's utterly stupid, all these national shows - art
is international now," I saw his point, Even Japan, whose raised
pavilion looked so imviting from the outside, offered the interchangeable
abstraction within,

Having completed my circuit, I found myself in fromt of the United
States pavilioh, which looks, I'm afraid, every bit as dinky as I had
been lead to expect, and vhich has the great misfortune to stand next
to the spacious, airy, glass-walled modern pavilion of the three Scan-
dinavian countries, There was a big crowd in the outside courtyard,
where the qualifying single works of Rauschenberg and his confreres hung
in bright daylight on the unpainted, raw-looking plywood partitioms, I
waved to Castellil and Alice Denny and pushed my way inside, The building
has two rooms, of identical size and shape, ancd both were sweltering.

In one were the targets, chevrons, and broad stripe paintings of Kemnreth

Noland; in thef other, the melting, swimming colors and horizontal

stripe paintings of the late Morris Louis, who died two years ago at

the age of fifty., Together they constitute what Solomon considers the

second major GHEAIREE boilenporary American painting (the first being the work
gschnhm and Johns) =<the new chromatic abstraction in which bands

of pure color interact and vibrate against onme another in vast areas of

empty canvas, Spying ¥rs, Somnabend in the crowd, I asked her how things Mu&:ig.
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"It's a little confusing," she said, "Everybody is asking, 'Where are the
Rauschenbergs?'" We were interrupted by the apparition of & stalkthin
young man carrying an open umbrella, on which were peinted a series of
neat small abstractions and the highly legible signature, "Gian Luigi
Fini/M— a novel bit of pelf promotion that appeared in most of the
Italian papers the next day, He looked at each painting and went out,
expressionless under his umbrella, Joseph Hirshhorn, the most energetic
of American collectors, burst in with an entourage of friends and a
¢lutch of dealers, I heard one of them ask him what he thought of the
Nolands, "I'l1 tell you," said Hirshhorn, "I'd like to have a bow amd
arrow,.."

The Consulate had its own vernissage that afternoon, with a cocktail

party for the press e which fowr hundred invitations were sent out and

oo ML R % xcame, More and more young American artists

had been turning up in Venlce, and most of them #pured at the party.
(The Bienmmle, among other things, is a meetdng ground and

market place, and esssewst many sales are made there of paintings that

never eome to Venice), xXxmwkmit In the crush I noted Marisol, the lovely
and unsmiling sculptress, in deep conversation with Sidney Janis; James
Rosenquist, a leader of what is known in Italy as la Popparte; and Dimitri
Hadzi, a Rome-based American sculptor who was one of the fouwr US, entrents
in the last Biennale, I asked Hadzi whether the 1962 affair had been

any different from this one, and he said it had = "More fun, more parties,
and not so comrercial, All you hear this time is, 'Are you saelling?'"
Claes Oldenburg, vho is lapge and genial, was posing for plctures with

his moulded foollstuffs while his petite, pretty wife looked onj they

were in Europe for the firattin;aadhodbm touring Italy for three
weeks, John Chamberlain had pulled in that afternoon, d spite the loss
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of his passport, Kemreth Noland was also on hand, but Dine and Stells
had stayed home and Johns had maraged to be as far away as he could —
in Kyoto, Japan, Rawschenberg would arrive the follewing day, with the
modern dance company of Merce Cunnirgham in which he serves as lighting
director, costume and set dedigner, and stege mana ger, and which was
scheduled, with admirable timing, to perfom in Venice on Thursday night
in the beautiful 18th century theater called la Fenice. The crowd at
the press party was so dense that ncbody could see the mintings, but

I did observe the effect of the new realism on one young Englishwomen,
vho drew her escort into the Dine exhibit, pointed to a work that included
real bathroom fixtures, and exclaimed in triumph, "Therel Now that's
American toilet paperl"

Later that evening, at Florian's, the word was that the judges had
come to the Consulate but that they had decidedim to judge Rauschenberg
only on the basis of the one small canvas én the Bienmale grounds. Much
later, after the cafes had closed, two Italian Journalists got imto a
fight on the Piazza and were taken off by the carabinierl, Tempers were
obviously wearing thin.

Throughout most of the next day, Wednesday, there was deepening
anxdety in the Rauschenberg camp, "We have a lot of troubles just now,”
Castelli told me when I saw him briefly on the Piazza San Marco, "Some
of the judges are neking difficulties aboubx the split shos, and they

want to disqualify Rauschenberg,” Castelli also re orted a new develop-

menk: In recognition of the superiority of American painting in general ,

the award might @ to another American/ — to Noland, Bwemew Solomen, |oueve)
had announced that if Rauschenberg were disqualified, he would remove

all the Americans from contention, Tvo of the judges, the two Italians,
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were said to DO EPRaE P2 iauschenberg, Anything was possible, bub
nothing wuld be decided until the last moment, Feeing a sudden need
for aesthetic certainties, I went to look at the Georgiones in the
Academis and then at the Pieassos, Ernsts, and Pollocks at Pegey
Guggenheim's, it being one of the three afterncons e wesk when her
collection is open to the public, Miss Guggenheim herself was present,
and I asked her what she thought of the Biennale, "X have nothing to
do with the Biemmale," she replied, rather tartly. "I detest Pop art,
The painters are no good, and so the Biennale is no good, either,"
Tiat seemed to be the end of that conversation. ILater, seferal pecple
told me it was a great shame Peggy didn't keep up with current trends,

During the night, the Italian fleet made its appearance in the
lagoon -- seven sleek warships, with colors flying and guns pointed in
what appeared to be the direction aof the Biennale grounds, They were
there to salute the President of the Republic, Antonio Segni, who was
expected im on Saturday for the openlng day ceremonies, but thedr sudden
appearance gave rise to a spate of waggish comments about attempte to
influence the jury. Rauschenberg had also arrived the night before mikix
tbemoeE seaped ng Wmo dhagee Srmgeey bub he spent most of the day in rehearsal
with the Cunningham dancers,

The Biennale grounds were crowded on the dast day of the vernissage,
Several of the participsting countries gave parties in their pavilioms,
to the immense satisfaction of the workmen on the grounds who turmed up
in large uuborattuchmmudoaffwnbmtdth- sandwiches
and & good deal of the free wine, To"twmotremmnm
necessary to arrive early. aive pavilion,fieskiy which had been
closed tight all week, finally opened it: doors at five P.M,; seven

minutes later, the caviar and vodka were gone and latecomers had only the
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a W G

pai:t&ng- to look at = enormous, socially realistic &%%

+ Although no hint
of the abstract virus could here be detected, the pastel, slightly fuszy
tones of some of the pictures suggested that Soviet painting may have

inched a trifle closer to the twentieth century; not so far as Impression=
1 passed
somewhere on the outskirts of the Barbizon School, \tmctresione—

m ﬁor gojng in as I came ouwt, "What do you hear?™ he
1

aske ) n told Bissiere imzimygxdx has it..."

At the Consulate that evening, the Americsn Ambassador to Rome,

Mr, Reinhardt, newly arrived in Venice, was host to a
somewhat smaller, dressier, and better behaved group then the one that
attended the first party there, Rauschenberg made his first appearance,
looking fit and relaxed in spite of having worked all day at the theater
and getting little sleep for the past forty-eight hoursf, He left early,
with Merce Cunninghem and John Cage, the composer and musical director

of the company, to go to the theater and get ready for the evenig's per-
formence, Minutes after he 1M%”m Solomon pulled me aside and said
in a tight voice, "The judges have just voted four to three for
Rauschenberg on the basis of the one painting at the Bienmale grounds,
But the president of the jury has threatemed to resign in protest, and
they're going to sleep on it and try to work out something tomorrow,”
This electrifying news got around in no time at all, and it helped to make
the dance performance at La Femice, in which Rauschenberg's sets and

costumes received equsl billing with the Ounningham dancers and the Cage
music, an event of considerable tension and excitement, Booing, lowd
whistling, and passionste counter-cheering swept the exquisite, glided
thester duringand after esch dance, and it was difficult not to feel
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that the cultural pride of nations a=x was at issue,

Fridey morning dawned hot and humid, The Biennale grounds were
closed, ard a large part of the art crowd went out to swim at the Lido,
which was where Rauschenberg was headed when I ran into him in town
about nootl, By then a compromise had been arrived at by the jury:
Sclomon would transfer three pig Rauschenbergs from the Consulate to
the Biennale pavilion, and this would satisfy the presidert of the jury,
who had threatened to resign rather than award the prize to work hanging
elsewhere, A major scandal was thus averted, There seemed to be no
remaining doubt about the cutcome now, although it was recalled that at
about this point in the 1962 Biemnale, the Capadian psinter Jean-Faul
Riopelle had been on his way to a victary party in his lonar when the
official announcement came that the prize had gone to France's Alfred

Menessier, Rauschenberg, who had dome his best to stay ouw of the com—

plex struggles on his behalf, seemed fiibed by the events of the past few

hours, "I Honestly don®*t feel much of anything," he told me,

There were in any case a few surprises still to come, During the day,
it became known that the Patriarch of Venice, Giovanni Cardinal Urbani, was
deeply displeased with some of the art at the Biennale; 8pecifically,
with the paintings of Vaecchi, in the Italian section, in which
mitres, crucifixes, and other sacred symbols were comringled with gro-
tesquely deformed female nudes, So displeased was Cardinal Urbani that
he had issued an order forbidding Catholic monks, muns, and clergymen from
attending any part of the Biennale exhibition. (Oddly enough, a similar
problam had come up at the very firet Blemale in 1895, The & Patriarch
at that time, Giuseppe Cardinal Sarto, the men who later became Fope Pius
X, took exception to & painting by the Torinese artist Glacomo Grosso

ré e O ) ¢
entitled "Supremo convegno", in which gofig
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meets his death in a scene of wild debauchery, su-rounded by nakes maidens
and casks of wine, The painting remained in the Bienrale smgckex the
Fatriarch's objections, and won a prize as the most popular work on view,
So great was its fame, in fact, that it was scheduled to be sent on a towr
of the United States, but unfortunately the building in which it was stored
prior to shipmenp caught fire and the painting was destroyed).

At about the same time, it was also learnsd that President Antonio
Segni had notified the Biennale authorities th:t neither he noy"his Minister
of Defense, Giulio Andreotti, would be able to attend the opening day
ceremonies as planned, Few Venbtians failed to make the cbvious connsction
betwemn these two developments, By nightfall, three written petitions were
going the rounds at Florian's, Angelo's, and other Biennale haunts, The
first voiced the displeasure of all true artists at the intervention of
the chusBRYSR EP¥ tio affairs; the second protested President Segni's
deeision to boycott the Eiennale; the third, on a more psrochial level,
eastigated the jury's award of the two major "Italian" prizes of the
Fiennale to two sculptors -— Andrea Cascella and Arnaldo Fomodore -- instead
of to one sculptor and one painter in the tradition:l fashion,

The final, official word on the international grahd prizes had gone
out, though -- Rauschenberg for p2inting, Kemeny for sculpture — and
nothing could dampen the enthusiasm of those who had bem pulling for
Rauschenberg from the start, There was no doubt abouwt this being an
immensely popular decision, partieularly arong the group of Italian artists
such as Santomaso and Cascella, who saw the award to such a young and

an :L?ortlnt nzud
daringly original artist as & break with traditionj a declaration of in-

dependence from the Schocl of Parisy SNGAAXEMX Santomaso and several others
collected a host of lauschenberg's supporters for the traditionsl victory
party at Angelo's that night, but Rauschenberg did not show up for it, He
had been invited with a few masbers of the Cunningham company to dinner at
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the palazzo of a reigning Venetilan aristocrat, and did not know what was
being prepared far him, At about eleven P,M., the victory party left
Angelo's and went over to the Fiazza San Marco, When Rauschenberg finally
appeared there an hour or so later, the whole group surged forward with
a great shout, Seben or eight Italian artists reached him first, em-
bracing him and shaking his hand and 1lifting him on their shoulders, and
the young American was so surprised and so moved that for a moment he
looked to be in some distress, "I hadn't expected that," he said after-
ward, "Butterflies in the stomach and a big lump in the throat, It
really did mean something, after all," Everyone went back to Angelo's,
where the waiters were hopefully preparing to go home, and kept the
gelebration going until dawn with vodka provided by the Folish juror and
champagne on the house,

Saturday was anti-climax, The ceremony went off smoothly enough,
with Minister of Fublic Eduucation Luigi Gui filling in for the absent
President Segni. Rauschenberg was first seated far back in the audience
because he did not have $he right invitation card, then re-seated in
the front row in time to receive the mwmeiy grand prize. Afterward,
when asked by a local reporter whether he had ever been in Venice befare,
he said he had, for one day, in the winter of 1953; he had stayed just
long enough to see a Cerman movie about the Amazon jungle, and nothing
else, It was the kind of answer that further endeared him to most of
the young Italien artists, who tend to share Pistoletto's view of the
city as a sort of archaic Disneyland,

By the middle of the aftermoon, about half the art crowd had left
Venice and the rest had gone to the Lido. I took the opportunity to pay
a call on Solomon at the Consulate, where I found him stretched out in a

deck chair, smoking a cigar and looking like a man vho planned to do a




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY Tomkins
.64

good deal of sitting in deck chairs for some time to come, We talked for &
while sbout what the prize would mean for Rauschenberg -— higher and firmer
prices, of course, and a kind of official gseal and confirmation on his
reputation/ The Venice Biennale is often o8Pk these days Bfx being
w&u&lmlhﬁﬂg'WOr prizes still carry more weight than
any other intermational art awards,

"] horestly think this has been a great thing for Europe " Solomon
said, after a longish pause, "Bob is a new kind of hero here, and the
response to him has been something to watch. There's the excitement of

a youg artist winning, rather than an older man who's already o st T mi

813,018, 0e%t M0 ey 1 don't know how the Johnson Administration fesls

on thisf score, but I really think this will do more for America in
Eurepe, culturally speaking, than anything that's happened in years, I'd
like to think so, anyway,"

I asked him if he had heard the rmmor going around that there would
be no more Biennales in Venice, that this one was the last, "Oh, sure,"
he said, puffing his eigar, "They say that after all of them."




