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Daniel Cordier Show — /41“”; (qlﬂ[

The problem was that the show coincided with the Algerian crisis,
the General's revolt, and Cordier himself was active in khkE it on
the side of De Gaulle. As a result he had very little time to
devote to the show or to Bob, and was not even at the gallery most
of the time., Bob was offended.

At the opening, a lot of the artists were kept out because of
their dress, etc., which Bob resented even more. Cordier had
a class attitude.

The show got little public notice, but it had a great effect on some
critics and French artists. Restany tried to co-opt Bob for his
"stable," and when he cougdn't he promoted a rivalry between Bob

and Yves Klein. Leo gave Klein one show, of blue paintings and
sponges, but Klein promoted it so hard that he offended people --
you don't do that in NY, and especially at Leo's "low profile"

gallery. Klein and Leo fought over one piece hhat Leo didn't want ‘

to show, a coffin of some kind, "But I like the blue paintings,"

Leo said, "and even some of the sponges.'" "I like the new ones

better," said Ileana, "the ones his wife paints." ]

Ileana Shmnabend (2/15/78)

£ To many of the older artists and critics &f the fifties, RR.wag "a menace"
—— 2 menace to high art, ideals, attitudes. This made it difficult for
US museums to do much about him. In FEurope, on the other hand, he was 5
understood almost immediately. Partly because of the heritage of Dada and !
Surrealism there is less self-righteousness about capital A Art there.
And "Bob fulfills their idea of the American myth. Pollock would have
done that too if he had gone to Europe. Bob's presence was Vvery important." |

The Parjnaud invu started out hostile and barbed, but Bob responded so
beautifully that P. was quite won over. Bob responds well to pressure

of that sort.

Tleana had many shows of Bob's work, only one of Jasper's[ At first 3
only Panza and Ludwig bought, thenzm several others (Italian, French, BelgiaN)
ngo much of Bob's success began in Burope. They all =mmey had seen repro-
ductions of Pollock and the others, and theirwork no‘longer seemed fresh.
Bob's energy and spirit really excited the Paris artists/"

RE on US success in Europe: "The Italians don't feel they've fi?ished
2 picture naw until they've scribbled in wet paint somewhere on it."
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Paris 1961 ; |
ie] Y 'hi P2 j o - S L An¢ eCay

After R's show at Daniel (,ord,n,ey.~ (which was hl‘fgb\lm\iru TE tﬁ\::gW?{)wy(&"

of difficulties with Cordier; pictures hung wrofig, J#EQ % stay ek

a while. Johns was having a show at the Rive Uroite, Niki and Jean were

there and Bob was getting on famoudky with them. The idea arose fto QO

a special "concert' for David Tudor, who was lewving soon on tour. ?hr9ugh

DdrxthﬂLS of the American Cultural Center ‘they weceived perm1551on
beautiful little theater of the American

to stage thei oncert in thw : : -
Embassy,gMTa%ﬁwégﬁ %Y%Jkﬁzﬁé to get ready, and evervthing went splendidly.

Although no advance publicity was allowed (the ftmbassy Ega ing the worst) ,
the theater was fillled and hundreds were turned away. 196 | »

The “concert! spectacle »rovided, simul taneously on.stage: Nik%'s
shooting gallery, with a marksman in audiencej; ‘a T%niﬂely machlqe‘tﬁat
did a strip tease back and forth across stage; DaV1q 19dor pléylng in
and around the piandG R. painting his Ifirst Time Painting, wh{ch had
an alarm clock embedded in it,xm set to go oif five minutes before the
end of the performance -- the back of the picture, on a very elegan? |
easel procured by Castelli, faced the audience, and R. was kxXXnH.hldden
behind this, but he had contact mikes attached to the sgrféce (this was
before Cige used them) so that all the sounds of his painting and.some
of the motions were visible, but the audience never did see the picture.
Johns had painted a sign saying INTERMISSION, which was used to denote
intermission. During that break, 'things actually picked up a little
on stage.!" Nobody stopped what they were doing, »nd the audience came }
to look more closely. Afterwards, the house lights were left on and :
the audience staved right there, chatting with the artists etc. Some
splashed paant from giri's 72?ot got on R's caiZi;Z%E}eas{nngfﬁﬂgo end. D
ooys gudiznee bee/ ohe 7 v Comne o ARl ¢ Cannize/ & e
B Tl o T 1 gt T G Ty S TS R p
s wlalbon e o Tk ol w¥ o Alos, e
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heater Piecef (}4b’)
1961 in Paris - this was a painting performance on Bob's part. He did
a2 paintigg on one half of the stage, but the audience never saw it because
its back faced out and Bob was behind it. The first thing he did was
to set in a clpck, with the alarm set for ten minuies before the performance
was to end. UHontact mikes attached to the canvas more or less dim't
work. A%t the end, a hotd bellboy came on and helped Bob wrap up the
finished painting and carry it out through the audience (which was to
be "without the gratification of seeing the result"). This was First
Time Painting, which he traded for a Magritte. "The whole thing came
apout because David Tudor came to Paris,amzazxm absolutely knocked out
with exnhaustion from a solo tour. We were so glad to see him that we
asked if he'd stay a few extra days if we could find something interesting
to dos It all happened in about three dayse David played the piano
on one half of the stage —— somethiéng of John Cage's. I had the other
half. Jasper did a painting for the entr'acte — a target made out of
fresh flowers. Tinguely made a self-stripping machine, which kept going
off to one side of the stage or the ofher and shedding a few parts. Niki
did one of her shootings —— she got the world's second best sharpshooter
out in the audience, firing at a plaster figure in which were imbedded {
bags of paint —— we all wished she'd gotten the first best, because we 7
were moving around and the stage wasn't that big at all.

|

"We all enjoyed that so much, that when Jean and Niki came to New Yark
sobn afterward we decided to do another one. That was the Construction
of Boston." ‘
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Program of Thea‘hre de 1l'Ambassade des Eta'ts—Un:.s, 41 rue du Faubourg Skx
Saint-Honoré, Tuesday June @0, 1961 read: "Surrounded by works of Jasper
Johns NJ; de Salnt-Phalle, Rpbert Rauschenberg, Jean Tinguely, David Tudor
playéifzaf" abiehs 1T by John Cage.

ALter theblmbassy performance, Ro hedped Jean and Hiki one day wien
Ehev wore Leisog Filued [y Germay ©V (nicture shoot) .  Altervards, tHhe

Lhtee 0f(them dedided to make msometbing.  Jean had given Bol a Big

priame he'd Foundld Bob toolk a sheet bhanging out: to dry lin the
B antiknotted

it into the frame, together with some other oddments
sy piecds of machinery, and ipaioted it whrte, Whey Latel Hunicx
et bhig Lo the Monti-troces show i Milan, where 4t was hold up in
cudtions wntil openiny night, finally avrivid hy truck about micdnipht

and was wnboaded, to loud clecrs ~~ thig added to W's Buropean reputation
ag'a hero, (sce helow)

'8 show al Daniel Cordier was immenselv influential in Paris. Dhe
French: artists are not really chauvinistic, and they accented him at
onces  'He ftook thiem outl of painting," s:
a hero.'  Pierre Hestany, who j

we fleana, Y"and this made him
s chavvinistic and who had been very
much: oprosed. t8 e previously, came around somewhat atter all his Buropean

artiste showed their enthusiasm. Savs Ileana: "The French get an Tdeal,
L hen 'U-nw .fo sonething, Hestany had the idea, and he telt Hauschenhery
o 1"‘ at .

factor was the famous interview in Aris. 1leana was there as
y Wwho 18 sharp and Yguitle tongh,

in the detached Ifrench way," was uite obviousiy ouf, to make R. Look

interpreter, and sayvs that Andre ! arinaud

The interview wasg originally planned to cover only a quitter
prge s andbhe questions were -loadnd, HRob was aware of this, amd very
NETVOUS, Putl as the auestions confinued

o Fardnaud bepan viaibly to

} relax and warm up.. AL the end, he faid "Well, obviously we ¢an't nail
RO e i the forogst <= and gines hen us dheeh fextRomel s iatning o, xl
// urapc. odhe dnterview!s title was talien Lrom dhe arilyn i‘fr)m“-:x'\' £ adm
/ e Misdl ts 1 Chen nlavingt din Ay o St hefavond S hans B Il B S
| Linet connotation an dheiPrench mind with the wmerican Hero, whiomist
NeEmEarE ep e ialin i, 3 hovo Krom LHehon, TV onna snve has
i reuitatian: in ;.'nv*njw 15 o FE L T B A § B R I R T Wi Lpachhae

Mg is somewhp
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Construction of Hoston - May U, 1462~

Buoyed by the collaborative success in Paris, Niki was anxious to do
something like it in NY when she and Jean came over shortly atterward.
She approached Kenneth Koch, the poet, and his idea, which they accepted,
was to put on something about "The Construction oi Boston." Koch asked
each person what they wanted to do, or be. Tinguely said he would be
an architect, but a lady architect (His jibe at American career woman,
whom he finds hilarious), building a rubber city out of hug: balloons
which he would pump up throughout the performance -- as one inflated,
the last one would be deflating. Niki, according to R., said "Oh, you
Know, art or war," and decided upon a cross between Napolepn and an
artist{ R. said "what I like about cities are weather and people,"

so he decided to make rain and furnish an apartment.

Everyvthing went badly. Koch wrote a script showing just what each person
was supposed to do and say. 7The others refused to speak lines or to

say anythinpg on stape, so thev compromised by having doubles to speak
for them. To keep Koch from fixing their parts rigidly, they changed
what they were doing around without telling him. Instead oi the rubber
city, Tinguely decided to built a wall of cin erblocks between the
actors and the audience (the anti-happening aspect). R. did make

rain, with a hose arrangement, and he furnished an apartment with all
sorts of things, including Viola KFarber and Steve Paxton, who started
out in bed and then went through the day's routine activities in a sort
of dahce form., Merce Cunningham directed, but R. says it was not really
a success. It was definitely not a happening(see 5
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2 1
1Y think the Happenings are very important. It's

R._on Happegiius: ! i t ect sense. Bui it
; ical idea, it makes such perdi ;
T T S e : ¢far bemn more interesting than the

me that the dadea has so 3 i
e ouldn't make a Happening, myvself, any more than I wu !

resultss..X w : MEhe ', /Loﬁ.'« 5 g
. it's just not my thing. (R bod cdou |02 3/"’4‘&“ .
DO 8 e s e g el iy v b :

Construction of Boston

Each artist had a choice of areas to represent — architecture (Jean),
weather and people (Bob), art and society (Niki)e. The comedy team and
the singer couldn't understand anything that was going on — they were
"professionally temperamental." TFrank Stella delivered Bob's lines,
but he was asK shy as Bob shf instead of saying them he projected them
on the back wall., N.ki picked the singer to say her lines. Jean picked
_ Henry Geldzahler. Bob made a rain machine: a barrel of water, out of
sight in the flies, with an elaborate coil of hose, perforated, and a cork
with a string to let the water down. Billy Xluver got curious about the
string, a few minutes before curtain time, and pulled on it, flooding the
stage; they all got mops and went to work, and Bob refilled the barrel.

TOVMEE W i CRATES TLiV . YT A ViLCLIx B S T2
. . h! "y 2% - =Y - o L 14
nad oegun to work out thei
g e Y ) oy i eranll &3
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sed and most of the sctions. Ve never
.y bscause vhe play was constantly
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"The Construction of Boston" (from John Wulp piece in Esquire, Nov. 19627?)

Wulp was managing the Maidman Playhouse,'" a rather plush of fOBr adway
theater on West 42nd Street"). Had taken a one-year lease, but not

doing well at all. Koch talked him into it, for $150 rental. There were
two ads in the Times, paid for by “eo Castelli. Np tickets on sale until
ten a.m. on morning of show; $3 apiece, no comps.

B2 SLE S )
Tinguely, Niki, RR, Kook T¥n 3 3t Ha% " Brunes (who had been Berforming at

th¥ Maidman on Monday nites, comedians, not popular). Chaos right up to
performance., People calling non-stop for tickets/ all day, and a liné¥
st boxoffice. By one p.m. the house was badly oversold and there was a
waiting 1list of several hindfed people. Marcel Duchamp came. Sendavits
and wife arrived without tickets, bullied their way ing

As Wulp was about to announce the performance, Merce took himzs® aside and
said he didn't want his namementioned.

All the principals had altar egos. The part of Jean Tinguely was playeé
by JT, also by Henry “eldzahler. Tinguely in white ball gown with large
flounce at bottom, and a wide-brimmed picture hat® covered with ostrich
plumes and tied under his EHEErW% % arge satin bow. He came on pushing
a wheelbarrow Joaded withcxxxzksxiwﬁ%gﬁ he dumped on stage. Henry also
wearing ball gown, followed him onstage carrying script ani chgark2:"I
am ze spirit of Jean Tinguely."
(eauﬂ~7

e A Y T S e = 2 A S S 45— e £ 5 o e o g
tad begun 1o work oult thelr ¢ s on the basis of 1%, the dlay
etely rewritte The art of the collaborztion was
1 took place o tag and thls part is havrd to descrile.
he G ve changed and most of the sctions. e never
Tensars cnierly beeczuse the play was coastantly
25t phase of the eol'aboratleon was the performance
ne of the play's most important evcutsLﬁbok-nlace
and oz and last) tine: Rauschenberg's rain?all,
Uikl Salnt=Fhalle's Venus, and the complete
Jean 's brick wall. %
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("Construction of Boston'" - II)

"In one corner of the &tage a facsimile of a small apartment had been set
up consisting of a bed, a dresser, one or two chairs, a cast-iron baghtub,
a Maxfield Parrish drawing, abd other assorted objects, Here the male and
femalé dancer silently went about the acts of daily living' -- waking up,
brushing teeth, setting-up exercises, dressing, making coffee.

On another part of stage Bob R. and his altar ego came on dressed in army
surplus rain capes with illuminated photo reflectors where their heads
should have been. When script called for Bob to say something, his alter egg
projected his words in writing on back wall of stage. '"The Stewed Prunes
commanded Bob R to make weather for Boston and he obliged by setting in
motion a mechanical contraption he had erected at the side of the stage.
A feather duster began to spin around scattering a whole bunch of plastic
balls that hzdxbsem were delicately balanced above it into the audience
and about the stage... Next, the Stewed Prunes commanded Bob R to supply
the elements for Boston. He filled a bucket with water from the cast-iron
bathtub and poured this into g toilet seat imbedded #in an old automobile
tire... Finally the Stewed Prunes commanded Bob R to produce fain for
Boston. He pulled a rope which was donnected to a network of black rubber
hose he had strung around the ceiling ahd a stream of water was released,
drenching everyone onstage. Rx (para) The audience -“heered."

When Tinguel y had dumped all the cinder blocks unstage he began building

a wall across prosemium. He worked frgm both si es, leavii:g cent open
for entrances and exits. The Mm&ow oy ¥ éaq; k@i ﬁf‘ﬂ i
Ly

e e e o T - S R e S CRa S a1 a3 d ol S5 S5 M o83 b 75 5 A oA 3 i T30 il =
T0o work ou® their creatlions on the 5is of 1% h
*itten, The next part of t© ilabors
.ce on sbtage, and thls par herd to
;ext were changed and most
>arsal, chieily becauce the
plhase of the ecollaboratlon g
£ the play's most lmportent events took place
only and last) time: Reuschenberg's rainfzall,
2 21 de Salnt=Ffhalle's Venus, and the complecte
Jeen Tinguely's brick wall. :
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("Construction of Boston" - III)

caught in the blocks, and he would wrench it free. Finally he removed the
gown and hurled it into wings.

"The Stewed Prunes called upon Niki to Saint-Phalle to appear and supply
culture for Boston."... Nikk entered down center aisle of auditorium,
dressed in uniform of Napoleonic cannoneer, with two assistants similarly |
clad. Her alter ego sang a ditty about culture, inaudible in the din.
Maxine G. wheeled on a veiled plaster replica of the Venus de Milo. It
was unveiled, and Niki, taking a rifle from an assistant, began firing
at it., Paint began to ooze from the statue. As soon as one rifle was
empty an assistant geve her another. At length her assistants retired to
the wings and returned pulling a small cannon. (411 this time, the couple
went about aits everyday busines, listenting to the news on radio, washing
the dishes etc). The assistants stuffed the cannon with newspapers and f
poured in gunpower. Niki added a pellet of white paint, which was supposed |
to turn the state white again. She 1it the fuse. The cannon went off and f
hurtled backward across stage, almost into the first row. i

Tinguely redoubl:=d his efforts on the wall, now aided by the others. As

wall grew higher, Henry G. spoke thru a small hole, and Niki's alter ego
mounted a ladder behind it. As soon as wall was finished, house lights

came on. The whole perf. had taken about fifteen minutes.

Bob R. insisted that they clean up the place then and there. Wulp counted
the receipts - nearly $800. Deducting expenses, still more than $600 profit

— UG T IINIL UORy ARU DICE THe. ILEe arviste
LT creations on the basis of 1, the alay
The next part of the collaborstion was
e stage, and this part is hard to deseribe.
xt wvere changed and most of the sctioms. Ve never
arsal, chiefly bscouse the pla; nas consfﬁ?tly
pliase of the eccllaberation was TRaY
£ the play's most lmportant sven ﬁook place
only and last) tinme: Rauschenberﬁ's ralnfall,
<1 de Salnt-Yhalle's Venus, and the complete
uely?s brick wall.

Fenneth Koch
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(Construction of Boston O IV)

"It just soes to prove what I've always suspected,'" said Niki de Saint-
Phalle. "People are tired of the theater and movies. They want real
entertainment."

Tinguely said (in French) that artists have become the new movie stars.

- - ZXd ONICEe S8 TATEe arbists
: he basis of 1t, the play
e the collaborztion was
b art is harad to:descrilbes
73 ?F of the ections. W2 never
3o u§e~play ras constantly
h onl was the performance
ch tant events took place
Lrs a auschenberg's rainfall,
“gI NS _____ auns, gnd the ccnplecte
£ Je 1yt 3
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Dylaby, Amsterdam, Sept. 1962

3 3 « l
Sulfered from careerism of Tinguely, who was really running tlelrti .
% '+ let you forget it -- kept putt;ng pressure on other a S

show

and didn
to finish on time, etc. |
R. reacted against the "country fair'" or Qarnivﬁl SD{?lt Zi 526
‘exhibition. Maybe against too much "art is fun s?gl;,t. nythz;
his room he sealed off from the rpgt by‘a doo? con§truc 1on__ ;nyplace
opened to the touch. Inside, feeling of an airport tarmac Rt 3
impersonafz\jgfygéd been working on Fhe big reqo?e—radlo cozs r
in NY (still unfinished), was still in that spirit, a?d io fe'ire i
four large sculpture constructirzs and'puzhzafgoin a":o;Utotatpaper T
=13 ed, with no other lights on 1in o s He
:etie—;%zzr,'with a white broken lin?X, to walk on; -1f vou zteg?zd
off this vou stepped on seashells which made a crush%ng S?Tn . e
idea was to create an entirelv different at osph?re from t\eNr:s. S
the exhibition, make people feel they were somewhere else. 0 i.hed
reflects his falling out with Tinguely, and pgrhaps can b? stretc
a bit to suggest the controvergi between New York and Par{i_?s to who
really represents le nouveau realisme. £, %/d) Al had ((cwlam{ >
solh § lochn, WUl ot AeffApine + lo a neu(itin ok pait § 04 iy |
Wqu&M@,M@%,zi,MWmM 7 ;

m%]_}‘zlabx:— was intended tok be an international selection of artists coming
together with no preconceived ideas, to share the Stedelijk in a large
collaborative show. '"The attempt was that these artists would all work
together on a single anonymous piece — at least that was my understianding.
Somehow the work would arise out of some community attempt. We were
supposed to meet for the first time at oneff o'clock or something. I
got there and everybody was sitting there with their sketches and plans.
And not too long after that everybody had picked out their spote. I had
a really adverse strong reaction to this, because I had found the other
idea so interesting —— I guess what really happened was that we just
proved the other idea was impossible. We had tiree weeks.s I didn't
start until the end of the second week, I would jmst come over to the
museum, have a beer, walk around and leave. At the end of the second
week T decided enough's enough, I've got to do something. I took one
of the rooms that were left over .and started to work. The scale was so
large that I literally lived in my space for a week, I had an arraingement
with a cafeteria nearby to let me get in at night and leave a note saying
what I'd taken.

. "inyway it got done. But I had thought that Niki and Jean and I were sp

close - I don't know what happened, but they were so preoccupied with
each other they made me feel like a stranger. We're still friends,
but it was never anything like as creative a relationship."

}UW.’

S ——
Dylaby in Amsterdam was originally Tinguely's idea. _Hud long wanted
to do 2 labyrinth. But Bob's ideas about collaboration were very
different, and they hzd a falling out as a result., It was supposed
to be a total collabamtion, one great work in which nothing was
gigned, and no one would know who did what. It became a series of
individual rooms.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

Tomkins T (P12

The Museum of Modern Art Archives, NY

Kluver - Stockholm Motion Show, 1963

After the opening, they all took the ferry to Scanset - Jean Tinguely, Niki,
Bob Rauschenberg, Per Olof Ultvedt in white tie and tails. It was like an
early happening, with everyone performing., Meanwhile, all @hat day, the
others hae beeg gutiing Eiigt into little bags and inserting them between
the carpet an hehe oor a ¢ theater-in-the-round where the party after
the opening was beinﬁheld. There would be dancing, and the idea was that
the dancers would unwittingly create an abstract picture by stepping on the
bags. Theolonius Monk was scheduled to play - he'd been on a concert tour
in Europe. He refused to perform, for some reason. Bob R. finally told
hiim, "Don't hehave like Judy Garland.'" Monk played. The people danced,

and made a painting. At the end everyone disappeared, leavang Bob and Billy
alone with the painting. They rolled it up and carried it through the
streets, looking in vain for a taxi until they'd covered a couple of

miles (it was three or four a.m.) Finally got a cab and took the painting
to Pontus's house and hung it up there (probably still there too). The
whole thing was Niki s idea - she even chose the colors.

This was Pontus's first big show. He had a big Calder outside the museum,
and he designed the long catalog and planned the activities. Bob came
from Paris whefe he and Jasper and Jean and Niki had done the event for
David Tudor, at the embassy. Bob and Jasper were breaking up then. Bob
and Tinguely sort of fell in love with each other, really hit it off.
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sa nd be rg amsterdam keizersgracht 640, privé: dirk schaeferstraat 37 tel. 725385
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At the opening night ot the show Bob prepared tor a late dancing,
that was to take place after 2 o’ clock in a Luna Park arena, an enormous
canvas, that was put under the carpet that covered the dance floor. It was
double and the paint was in plastic bags in between. Thelonius Monk was
to play the music, about 300 people were there, but he never played, he
just stood there... Niki de St Phalle and Jean Tinguely saved the night,
morning rather, improvising on a toy xylophone. The dancing was never

very hectic, the canvas still excists, but it did not really come off,
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At the opening night of the show Bob prepared for a late dancing,
that was to take place after 2 o’ clock in a Luna Park arena, an enormous
canvas, that was put under the carpet that covered the dance floor. It was
double and the paint was in plastic bags in between. Thelonius Monk was
to play the music, about 300 people were there, but he never played, he
just stood there... Niki de St Phalle and Jean Tinguely saved the night,
morning rather, improvising on a toy xylophone. The dancing was never

very hectic, the canvas still excists, but it did not really come off.
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STATENS KONSTSAMLINGAR
MODERNA MUSEET

STOCKHOLM 100
Telefon vixel 244200

Stockholm, August 2nd, 1963.

f Dear Mr. TomkKkins, i

Your letter about Bob Rauschenberg has been following me for
a long while. I am now on holiday with family on a small island between
Sweden and Finland. New York seems very far and even Stockholm is
under the horizon.

I liked your profile of Jean Tinguely very much (except the

i drawings -portrait) and I shall try to "jot down a few comments on Rau-

‘ schenberg'.

: I only have met Rauschenberg at three occasions, when he was

3 in Stockholm at the installation of the movement-show in 1961, in Amster-

| dam when the Dylaby was prepared and at my recent visit to New York.

E I think Bob liked Stockholm right away. He almost immediately

. started working, he made two combines. One was the door for an environ

i | meant by Kaprow (called "'Store -room'' ?) that we put up on a small balcony

| in the inner room of the movement-show. (It was a room full of empty
card-board,boxes and old newspapers, there was black and white paint and
brushes at the ‘disposal of the visitors. We had to take it down after about
a week, it got too messy, for some reason Kaprow seems to be unhappy
about this experience.) We were all very charmed and touched that Rau-
schenberg, worldfamous American took to the situation and choose to work
on the exhibition. Bob also made an other combine for himself as he said,

| in memory of Stockholm.

At the opening night of the show Bob prepared for a late dancing,
that was to take place after 2 o’ clock in a Luna Park arena, an enormous
canvas, that was put under the carpet that covered the dance floor. It was
double and the paint was in plastic bags in between. Thelonius Monk was
to play the music, about 300 people were there, but he never played, he
just stood there... Niki de St Phalle and Jean Tinguely saved the night,
morning rather, improvising on a toy xylophone. The dancing was never

e very hectic, the canvas still excists, but it did not really come off.
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About the Dylaby and the dance concert in Washington you will
get good information from Mr. Per Olof Ultvedt, Vegagatan 8, Stockholm Va,
who very actively participated in both.

The more I have seen of Rauschenberg’s work the more impress -
ed I have been. The Jewish Museum’s show was extremely strong. I had
seen most of the things in Stockholm at the '"4 Americans'. They were even
better in New York. Of course, Rauschenberg was the most shocking of the

4 Americans. People came to the museum only to see the Bed and the Goat
e e :

(Monogram) and when they had seen those they left. A professor of history
2 ) those ey ottt B R

of art of the University of Lund made a special point in a broadcast, protest-

ing against the showing of a living (!) goat in an artsmuseum.

The main difference in the reaction towards Bob Rauschenberg’s
and Jean Tinguely’s work is that Jean’s work is more easily and immediate-
ly loved by the great public that is unconcerned with any artistic judgements
whereas Bob’s work appeals to the advanced, artinterested public and takes
them very hard. Amongst Swedish art critics, collectors, etc. it has more
and more been understood during the last winter that Rauschenberg, together
with Johns, are the main creators in American art after Pollock and that
Rauschenberg is one of the very great artists of this time.

Rauschenberg has at the moment a certain influence on young Swe -
dish art. If one is asking a young painter under 30 which artist impresses
him the most, you would very often get the name of Rauschenberg.

Of course Rauschenberg’s work is very American, in light, color,
structure and conception it seems to me to relate very directly to lower Man-
hattan. He also is an American in a more ''profound" way, being uncommitt-
ed, violent, beautiful, idealistic, etc.,etc., etc., but that is so well de-
scribed in so many places already. Bob Rauschenberg and his work is cer-
tainly an interesting subject.

If I in some way can send you some material, please tell me.

With my best regards,
Yours sincerely,
K.G. Hultén

Director
Moderna Museet

through Y\o-'\}'\-. %MW\-

Marta Sahlberg
secretary

Calvin Tomkins, Esq.,
THE NEW YORKER

No. 25 West 43rd Street
NEw ek, 86, WNa
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