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National Gallery of Art

EXHIBITION BACKGROUNDER

Rauschenberg Overseas Culture Interchange |

National Gallery of Art
May 12 - September 2, 1991

"T feel strong in my belief,
based on my varied and widely traveled collaborations,
that a one-to-one contact through art |
contains potent peaceful powers,
and is the most non-elitist way to share exotic
and common information, hopefully seducing us
into creative mutual understandings
for the benefit of all."

Robert Rauschenberg

In June 1982 Robert Rauschenberg traveled to China as a
guest of the Anhui Province Artists’ Association to work at the
Xuan paper mill in Jingxian. His interaction with the artisans
there convinced Rauschenberg to follow through on an idea that he
had been considering since his 1976 retrospective exhibition at
the National Collection of Fine Arts (now the National Museum of
American Art) in Washington, D.C., and its subsequent U.S. tour.
Over the years, the idea expanded from a fixed selection of works
that would travel worldwide to a changing exhibition, continually
evolving as the result of the artist’s response to the varied
cultures of the participating host countries.

On December 14, 1984, Rauschenberg announced to a group of
ambassadors and art leaders assembled at the United Nations in
New York the launching of the Rauschenberg Overseas Culture

Interchange (ROCI) to foster a dialogue through the language of

art that would contribute to world peace and understanding. It

was decided that the exhibitions would take place in countries

=MOLre=
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with little or no previous exposure to contemporary Western art
and whose political and economic systems contrasted with those of
the United States. In 1985 the National Gallery of Art agreed to
exhibit a final anthology of the projected results. The
exhibition in May thus becomes the ROCI/USA summary of the
project with new work created especially for this final venue.

Rauschenberg was born in Port Arthur, Texas, in 1925. By
the time the ROCI tour began in 1985, he had already made
substantial contributions to the art of the twentieth century and
was recognized worldwide as a master artist. He also supported
social justice, artist’s rights, peace, and preservation of the
environment. "In many ways," wrote Donald Saff, ROCI’s creative
director, "ROCI can be considered a logical extension and
predictable result of Rauschenberg’s love of art and people."

Rauschenberg and his ROCI collaborators traveled to Mexico,
Chile, Venezuela, Beijing, Lhasa, Japan, Cuba, the Soviet Union,
Berlin, and Malaysia. The funding for the undertaking was
provided almost exclusively by Rauschenberg. In each location
he collected images and materials, interacted with artistic
communities, learned from local artistic traditions, and explored
the cities and countryside.

The first ROCI exhibition opened in April 1985 at the Rufino
Tamayo Museum in Mexico City. It included many of Rauschenberg’s
monochromatic paintings from the 1970s, which set the foundation
and provided a historical retrospective for his new audiences, in
addition to bright, colorful pieces inspired by his travels in

Mexico. As the traveling exhibition evolved over a six-year

=More=
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period, it featured works from each host country as well as
from previous ROCI venues. Rauschenberg donated a work of art to
each country and exhibition catalogues include contributions by
local poets, writers, or journalists.

Throughout the ROCI tour, museum directors often reported
record-breaking crowds and there was much critical praise in the
local press. In Lhasa the exhibition opened to a fireworks
display and the entire art department of a Chinese university
spent one a month in Beijing studying the works in the show. By
1989, more than two million people had viewed the ROCI
exhibitions. That same year, ROCI/USSR became the first one-man
show of a Western abstract artist in the Soviet Union.

More than one hundred of the works created for ROCI will be
presented in the exhibition at the National Gallery of Art in
Washington, D.C., May 12 through September 2, 1991. It will also
include new works created for ROCI/USA, and photographs taken by
the artist and videotapes shot by his staff during the tour, in
addition to selected works from the early 1980s.

According to National Gallery curator of twentieth-century
art Jack Cowart, among the paintings, works of sculpture, and
editioned objects in the exhibition are some of "the best work
Robert Rauschenberg has produced in decades." Cowart wrote, "For
ROCI the artist consciously developed new technical processes,
new surfaces, a new palette, and in some cases, a new point of
view. Virtually every new painting made for ROCI contains
explosive, highly charged colors, frequently on reflective metal

SR
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surfaces. They are large-scale, lively works, filled with lush

texture and shimmering light."

The first series of ROCI/Mexico works are the most
traditional and are closest to his 1960s and 1970s compositions
and color printing techniques. One exception is Altar Peace
(1985) , which juxtaposes painting and sculpture; thin, flat
silkscreen and textured pools of pigment; matte and reflective
surfaces; high color and shadowy monochrome. This work
establishes much of the formal and narrative repertoire of
subsequent ROCI works.

He used "found" objects and local materials innovatively:
lottery tickets from Mexico, patterned silks woven by the nomads
of Samarkand, and Onoto bean pigment used by the Panare Indians
of Venezuela. In addition he made photographs that he
silkscreened onto various surfaces in the ROCI works, giving
viewers quick autobiographical and documentary glimpses of
things, people, and places visited, and challenging them to see
the world in new ways.

Malaysian Flower Cave (1990) is the last ROCI work for the

foreign venues of the exhibition and it successfully blends

his liberated color and broadly applied pigment, mounted fabrics
and silkscreen images. This work also summarizes the artist’s
general ROCI views of the conflicts between urban and indigenous
cultures: bound skulls and historic architecture are placed
against an oil derrick, cars and bikes oppose a view of a native
river village, tropical vegetation plays against geometric Batik

scarves.
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R.C.C.I. BROCHURE BY CALVIN TOMKINS

Art is communication, and its language is universal.

This simple truth underlies one of the boldest art projects of
our time, a four-year odyssey that will take Robert Rauschenberg
to more than twenty countries, many of which have had little or
no direct contact with contemporary American art. In each
country, he will invite native artists to help him create a
cumulative body of work, a testament to his belief in the

collaborative power of art.

For two decades, ever since he won the grand prize at the 1964
Venice Biennale, Robert Rauschenberg has been recognized as one
of the most influential living artists. His entire career has
been a form of collaboration: a collaboration with the materials
of everyday life, which he incorporated into his ground-breaking
early collages and "combines"; a collaboration with dancers,
musicians,and theater people, from Merce Cunningham to Laurie
Anderson; a collaboration wifh scientists and engineers, with
printers and poets, and with atlarge, anonymous public that is

not part of the international art world.

Last year he visited the Far East, where his collaborations with

Chinese and Japanese artists and artisans produced many of the

works that were shown recently at The Museum of Modern Art and at
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a three-gallery Rauschenberg exhibition in SoHo. Buildingg on
this successful ex)erience, the artist conceived the ambitious
plan thit he calls "Rauschenberg: Overseas

Cuiliturelinterchang&  (RTOC Tt

The project's core is a traveling exhibition of 150 works that
Rauschenberg has made during the last ten years. Parts of

this collection will be shown in the host countries, along with
the new works that Rauschenberg and teams of indigenous colla-

borators will make on the spot.

"My idea is not only to show my work there," he says, "but to
make work in each setting, to use their materials, to deal with
students, to collaborate with the major artist, poet or writer

in each country, touching on every aspect of art."

His four-year itinerary will take him to Australia, Japan, China,

Burma, Vietnam, Thailand, Sri Lanka, the Middle East, Africa,

Europe, and Central and South America. In each country the core

collection will be augmented by a new body of work, becoming in
the process a unique instrument of cultural exchange. The
complete exhibition in its final form will come home in 1988,

for showings now being negotiated with several major museums.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY Tomkins IV.C.52

R.0.C.I. - CALVIN TOMKINS ' Page 3

Widespread television and press coverage in the host countries
is expected. In adlition, Rauschenberg will direct a film and
videotap: record of the project. For each country visited the
artist will design . poster, using images and materials from
that country's cult .ire. He will produce an inexpensive illus-
trated catalog with written contributions by local poets and
CrEiEnC'S ip'their own language, and a more extensive volume

in English on the artist and his work. In addition, a
Rauschenberg artwork will remain in every host country. At
its conclusion, the whole expedition will be documented.in a
Rauschenberg-designed volume, with anecdotes, photographs,
statements by participants, and color reproductions of all

works made.

The R.0.C.I. Project is the culmination of Rauschenberg's ambi-
tion to be a universal artist in an age of fragmentation and
doubt. "What I'm up to," he says, "is a natural development of
my deciding, years ago, that the whole world was a potential
palette, and that art is the most serious and dignified way to

approach another culture."
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R.0.C.I. BROCHURE (CT)

l Art is cemmunicatiemn, and its language is universal.

LP_BS simple truth underlies ene of the beldest art prejects of eur time,
a feur-year edyssey that will take Robert Rauschenberg to more than twenty

countries, many of which have had little or me direct contact with contem—
inuive ;
perary Amez['icar‘ art. In each country he will Weri—=tozerrer—wit¥ native
\{44 P hou) b
artists o/\ Teate a eunulativeWof work, a testament to his belief in

the cellaberative power of art.

LF"QI‘ two decades, ever since he woen the grand prize at the 1963 Venice
Biennale, Robert Rauschemberg has been recognized as one of the most
influential <ndtmwevetiwe living artists. His emtire career has beem
a form of cellaberatien: a cellaboratien with the materials ef everyday
life, which he incorporated inte his ground-breaking early cellages and
ncombines"; a collaberatiem with damcers, musiciams, and theater peeple,
from Merce Cummingham to Laurie Anderson; a cellaberatien with scientists
and engineers, with primters and peets, and with a large, amenymeus public

$hat is net part ef the imtermatiemal art world.

buj year he visited the Far East, where his cellaberatiens with Chinese

and Japanese artists and artisand preduced many of the werks that were shéwn
recently at The Museum of Hodern Art and at a three-gallery Rauschenberg
exhibition in SeHe.Building enm this immensely successful experiemce, the
artist comceived the immemse undertakimg that he calls "Rauschenberg: Overseas

fere <
Cultur (R.O.G.I.)
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/ Zjlke pro;ject's cere ig a travelling exhibitien ef 150 werks that
R

a.usehenberg has executed during the last tem years. Parts off this
cellectien will be shewn in the host ceuntries, aleng witz:‘afew works that

Rauschenberg and teams of imdigeneus cellaberaters will make en the spet.

Cum

"My idea is net enly to shew my werk there," he says, "but te make
work im each setting, te use their materials, te deal with studemts, teo

collaberate with the major artist, peet or writer im each ceuntry, touching

on Gikxgzpaeds every aspect of art."

LEis feur-year itinerary will take him te Australia, Japam, China,
Burma, Vietmam, Thailand, Sri Lamka, the Middle East, Africa, Eurepe,
and Central and South America. In each ceumtry the cere cellectien will
be augmented by a mew bedy ef werk, becoming in the precess .a Q unique
instrument of cultural exchange, The complete exhibitien im its fimal form

will ceme home im 1988 fer museum showings in Chicage, Cleveland, and New Wrk.

(Edespread televisien and press ceverage im the hest rputrios is
@ expected, Im additiem, Rauscherberg will direct a film and
videstape record of the preject. Fer each country visited there will be
a pester desigmed by the artist, amd three illustrated catalegs (magazime,
hardeover, and deluxe editien) in the apprepriate language. The whele
expeditien willsh’ alse be decumented im a Rauschemberg-designed velume,
with anecdotes, phetegraphs, statements by participants, and celer repre-—

ductiens of all werks executed.

The R.0.C.I. Preject is the culminayien ef Rauschenberg's ambitien te
be a universal artist inm am age of fragmentatienm amd deubt. "What I'm up

te," he says, "is a matural develepment of my deciding, years age, that the
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dignified way $o appreach anether culture."




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

Tomkins

IV.C.52

Sy

.:*J.‘.‘.i

Rauschenberg S

- THE NEW YORK TIM.

’uymm'r LYNN KOTZ

R ROBERT RAUSCHENBERG
all the world's a canvas —and a pal-
“ette. Up to his elbows in paper pulp
in China, in ‘mud-manure straw clay
" in India, in red-brown tribal lac&

‘He conceivédthe el

global tour to forge
commumcation with
other naiions. y

the .
hap _paintina village on the A
= |ora mixture of sands from Israel, Mr. Raus-'
T=  chenberg takes materials and images, tech-
nigues and information from cultures araui\d
the globe and uses them in his art. .

“In the early years, I found everything 1
needed on the streets of New York," Mr.
Rnuch:nberg said in November at the

‘of his exnibition, _called

way, right a
. Now, my smdln‘ gotten a lot bigger,” His
“studio” is the ’22 countries of R.O.CL, the
Rauschenberg Overseas Culture ‘lmern
change, now at midpoint on a global tour | de
force. R.0.CI. (pronounced “Rocky") 1s an

Rauschenberg:
| communication with other nations through

the language of art.

=

“He is trying to introduce the world to it-
self,” said Dr. Donald Saff, artistic director
. of R.O.C.I. With an advance staff, Mr. Raus-
s ‘goes into ‘@ country to work with
“Jocal artists and artisans, After producing
the art, he returns to a major museum in that

country to exhibit the work done there and in *

- other R.O. Cl n-dons. in what amounts to a
chain ata
huge public exhibition. In Japan, ‘he worked
in the town of Shigarakl with a group of
chemists at the factory of Otsuka Chemical

o] y Mr.
the early 1980's to forge -

a catalogue written by l’ead.mg poets, wrners

~and journalists of that country, such as the
~writers Octavio Paz in Mexico and José
‘Donoso in Chile. In each muntry. Mr. Raus-
chenberg leaves as a gift to the people of that
nation & work of his att made there. He also
‘sends a plecemmeNnuuml Gallery of Art in

for a mnjm‘ ‘planned

ta‘rlQW ?
lmegral o each ROCJ exhibition are
of his vhite photo-

of
graphs, parts of which also become silk-
screened images in his paintings, They are

- accompanied by continuously running color

on 10 to 15 video moni (“'video
verité" as Dr. Saff describes it) — scenes and
sounds of the countries as seen through Mr.
Rauschenberg’s eyes.
- Mr. Rauschenberg has committed a vast
portion of his own resources to the yenture.
“My pockets are empty.”" he told the Tokyo
aundience, not entirely in jest. ““But to be goy-
ermment-sponsored would defeat the idea of
the project. It has to be from people to people.
We want to communicate our humian kinship.
1 trust art to do that Cemdnly pomlcs isn't
doing a very good job.”

n the Tokyo exhibition, one of the most
vivid images was a giant Japanese fish kite
of hot pink cloth fioating in a sea of poured
Dlue and white acrylic paint Bright collages
are made of rich silks from Japan. From
aother cultures there are vibrant sweeps of
purple, orange and yeﬂaw swirling

-—a firm that da produc-
. Ing inted it clay
5 newc i
'

RMU- logo is the Oriental symbol of the

wrtle that carries the world on its back.

(“Rocky” is also the nawe of Mr. Rauschen-
- berg’s 27-year- ~old pet turtle.) Since R.0.C.I's
birth in Mexico City in 1085 with 230 pieces, it
racted millions of viewers in Mexico,

E Tibet, Chile, and Japan. (In Cmenek
pnmed ‘up "during the first week
ﬁﬁm its Osaka show. this summer, -
© RO.CL will travel next (o Sri Lanka, other
Blr Eastern wmtrlcs, and then around the

exh!hmnnlsacmn anied by

‘i

4
SUNDAY, MAY 3, 1987

‘fabrlc were. inlegnud
with thin sugl.ngs,a‘nd then

- “iFor the first time,

T wa

by the look of beauty — of el
artist. “‘Because when you
o :

pens loI%e ‘beautiful, pf

sink and silk- -

that beauty doesn’t thuvemhe
énberg becam

% pﬁm wall pleces
* & hovel, a crucif§

over and around silk-

.of faces and . lhlngs, humble or grand, from

~_ Mexico to Sri Lank:
In Mr. Rauschenberg 's body of work there
is a distinct line of demarcation between art

ous journeys about the globe. In the {mages,
first-hand observation now broadens the the
irony and the social y that have

~ always permeated Mr, Rauchenberg's work.
For the last 10 years, Mr. Rauschenberg.

- has been worklng in countrles where an

American artist is a rare creature. Using na-
tive materials or learning ancient techniques
from local nrﬁsans.he has produced, for ex-
ample, with

=
B

xm.i s ih of “Raus-
7t be pubusnedw Harry

Tigis

~ ‘boyant colors and : i of

symbols from Mexico; paper sculpturés -
~from

China that are fruns)noent, lumtnnus

world's oldest paper 1
learned (o make ¢

éennomlc necessity as

(“Icouldn’talford

mlsdmnberg began' — and
rk with such eammanplace
irds, u ch o
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the Ot
Qj‘fscfegnmg‘ im

lng' 1mage
~ them to clay —

the Panare |
crushed berries

ant into

bright, enormous

‘Wall-hung ceramic paintings, Many tended as a contribution* to peace.

| had mystical and playful titles suci

s
was a collection of

colored many of the
tings. The result of his work with - jg patched with' peasant  cotton, Its
em title is “Altar Peace Chile.”!

\transferring

S8,

L5y

fliidny

14 et

18
“a

I3t ;‘,s

| matic departure from his past art.

e

One especially compeliing Chilean® 1}

 Pleceis a standing, three-dimensional

construction that was in the R,0.C.I.
exhibition in Japan' i— a man-sized
aluminum sculpture shaped like' a
cross. with an embroidered ‘white
satin priest’s vestment: laminated

oy
oy
i
~ a3y
P

\.4"{

onto both sides, Part of the vestment

':‘Mr..RAuschenberg says that “Altar
Peace Chile” and the ‘hundreds of

free-standing and ‘other works made for R.0.C'L. are in-

! as ““Pneumonia Lisa’" or ““Able was I

_ ere I'saw Elba,” in which a Jacques-

. Louis David ““Napoleon’ is aswirl in
_ Rauschenbergpictures. = .
“The impact of Chile’s trauma,
ng with the colors and materials of
.-=ast, has shaped what is per-
; -haps Mr. Rauschenberg’s most dra-

poivs

vl

1

This passion to make a personal im-.
pact on the state of the ‘world'has en-

‘8aged the artist in mid-life: His entire '

new body of work for R.0.C.I, was de-

signed to affect “the way people see
each ather. I try to use my art to com-
municate that you, ‘yourself,, must
take responsibility for life on earth,”

. : )

@
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Robert Rauschenberg travels all over the world on

the strength of his reputa

tion as a painter and the

fortune he’s made from his art. But what he really
likes is a great bowl of chili, his three dogs, and the
peace of a sunny little island in Florida.

Seasoned with Jack Daniels
Sour Mash and cackling like
a loon, Robert Rauschen-
berg steps out into the noon-
day sun in his lush compound
on Captiva Is-
land. His dogs
are just back
from the vet,
freshly sham-
poo’d. A broken
water heater has
prevented
Rauschenberg
from enjoying
the same luxury
today. But, as the
painter exclaims above the
barking in his Texas twang,
small inconveniences are
easy to take on this remote
barrier island south of
Tampa, Florida.

Though Rauschenberg
may sometimes miss the
“luxurious waste’’ of New

York streets, much of which
he incorporated into his art,
he has called Captiva home
for the past 18 years. ‘“When
you’re successful, life gets too
fancy,’’ he ex-
plains.
“In the late
’60s, life was fall-
ing apart all
around me to
such a degree
that I started
thinking every-
one’s disasters
were my fault,”’
he goes on, dogs
capering about his cobra-
skin boots. ‘‘Someone rec-
ommended I go see the sec-
ond-best astrologer in the
world.

“If you want to be in sec-
ond place, nobody’s going to
fight you for it,”’ he suddenly
giggles.

BY DIANE SOLWAY
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“‘Anyway, the astrologer said, ‘My
god, how have you gotten through this
period?’ He said I must go to the sun
and the water when I feel distressed.
Every time I came to Captiva some-
thing magic happened. I had this ghost
of having been here before.”’

The tone of life on Captiva
is quiet and relaxed. The 35-
acre compound is shielded
from a neighboring condo-
minium complex by tall
palms, feathery casrina trees,
gumbo limbos, hibiscus and
mangroves. Scattered around
the grounds are a studio, a
print shop, and houses for
guests and Rauschenberg’s
staff of four.

Sweeping into his front
yard is the shimmering Flor-
ida Gulf, where the 60-
year-old artist spends many

story?’’ asks Rauschenberg, erupting
into fits of laughter. “Well I used to
have this maid in New York in the late
’60s, who insisted on wearing a uni-
form, which was just embarrassing in
the house of an artist who is working

A rocket made for Rauschenberg by an assistant

to Agnes and asked her to dance and she
said (he now imitates her cross tone of
voice), ‘I’ve been watching you.
You’re too stiff. I’d rather dance with
this dog here.” Whereupon she picked
up my late dog, Kid, and danced off |
with him, leaving Nureyev in |

the wings.”’ |
By the time he settled on | |
Captiva, Rauschenberg’s | |

reputation as an international |
artist and one of the most
influential of his generation
was firmly established. In
1964, he’d become the first!
American painter to win the
prestigious Venice Biennale|
and his work then, as now,
was in great demand by
collectors and museums
throughout the world. He had|
set his mark on the course of

afternoons fishing and wind-
surfing. His dogs are a constant pres-
ence, frequently demanding Rauschen-
berg’s attention, which he freely gives.
His Samoyed, Laika, was such an
island favorite that when she died, the
artist’s neighbors voted to name the
lane they share after her.

‘““Want to hear a good dancing dog

76 IMIAPRIL 1986

very hard to pay the rent. I was giving a
party for Margot Fonteyn and the
maid—Agnes—smelled that this was a
special deal, so she insisted on buying a
new uniform, a nylon maid costume to
embarrass my household. Nureyev
came to the party and we were all danc-
ing all over the place. Nureyev went up

art history, first with his all-
white and all-black paintings
of the early ’50s (which met with little
approval), and later with his ‘‘com-
bines,”” assemblages of every imagina- |
ble object and material from beach tar,
clocks, auto tires and neckties to stuffed
chickens and even a stuffed Angora
goat. He believed that a painting was
more like the real world when it was
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The fish house, the artist’s ideal hideaway

made out of the real world. ‘A pair of
socks is no less suitable to make a paint-
ing with than wood, nails, turpentine,
oil and fabric,”” he once remarked.
Today, he adds: “‘It’s your dignity
you’re giving to the object.”
Standing at the counter

me, ‘What you don’t have, you don’t
need.’ Accident and luck are the impor-
tant elements.’’ His rambling conver-
sation reflects that outlook. One
moment he is talking about politics in
sports, the next about the best way to

man show in Beijing and illustrated
Time’s 1985 Man of the Year cover
with a collage of Premier Deng Xiao-
ping), Rauschenberg seems remark-
ably energetic and as youthful as his
staff, all of whom are half his age. Born

in the small Gulf Coast refin-

dividing his kitchen from the
living room, he tops off his
whiskey and consults with
assistants who wander in and
out of the spare, white house.
Here, a large work made of
paint and images transferred
from photographs taken on a
recent trip to Venezuela com-
mands one wall; alamp with a
shade made of cardboard
from China occupies a low
table. The color TV here, and
in his studio, is on 24 hours a
day. “The TV is another win-
dow,”” says Rauschenberg, a

— ery town of Port Arthur,
Texas, he was recently hon-
ored in Houston with a show
marking him the city’s official
sesquicentennial artist.

The other shows, however,
represent the first part of the
painter’s ambitiously global,
extravagantly Texan under-
taking: to send his art on a
five-year odyssey to 22 coun-
tries, its daunting expense
borne largely by himself.

k £ St
The drawbridge safeguards solitude.

Not a retrospective,
R.O.C.I. (Rauschenberg
Overseas Cultural Inter-

smile igniting his face. ““You
can focus on it or not.”’

Trusting that serendipity will flavor
the results, Rauschenberg, an avid
cook, takes the same approach to his
cooking that he does to his art: From a
ragout of ideas and ingredients, using
whatever is handy, he makes it up as he
goes along. ‘“My mother always told

make chili. “My mind goes in every
direction,’” he says. ‘I just barely zero
in on an idea, then I start thinking of all
its extensions.’’

Tanned and relaxed in January fol-
lowing openings of exhibitions in Mex-
ico, Chile, Venezuela, Tibet and China
(he was the first foreigner to have a one-

change—named for the art-
ist’s pet turtle Roci) is an evolving
exhibit featuring works inspired by
Rauschenberg’s stay in each nation and
made with local materials. These
works, in turn, are taken to the next
country on the itinerary, giving the
public a look at the world as seen
through Rauschenberg’s eyes. “If it

,( M MU apRiL1gsem 77
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is living room

A RAUSCHENBERG PAINTING:

FROM $26.30 TO $600,000

Though Rauschenberg moved to
New York in 1949 to pursue his
career as a painter, his work did
not begin to sell for another 10
years. In the early ’50s, a com-
poser friend told Rauschenberg
that he wanted to buy one of the
black paintings but simply
couldn’t afford the price, a slim
$300. Rauschenberg offered him
the painting for the cash in his
pocket, which turned out to be
the odd sum of $26.30, a refund
he received that day from the
telephone company. Today that
same painting might fetch
$600,000, says one of the artist’s
dealers, Leo Castelli (the other is
Illeana Sonnabend, Castelli’s
ex-wife), who first gave Raus-
chenberg a show in 1959.

‘“The early combines are prac-

]

tically priceless,”’ says Castelli,
recalling that a collector recently
turned down $1,750,000 for ‘‘an
important early work from 1959-
60.”” Castelli, himself a collector
of Rauschenbergs, estimates the
market value for the artist’s cur-
rent small drawings at $20,000;
his larger paintings at $150-
$200,000.

Rauschenberg’s work is repre-
sented in virtually every major
international collection of con-
temporary art, including that of
Cologne’s Museum Ludwig,
Amsterdam’s Stedelijk Muse-
um, Stockholm’s Moderna
Museet, London’s Tate Gallery,
New York’s Museum of Modern
Art, Whitney and Guggenheim
Museums, as well as numerous
private collections.

IMIAPRIL 1986

isn’t an adventure, I don’t see aniything
to recommend the profession,’” he says.
‘I want to show different cultures that
art can be made out of anything. My
idea is to gather up a bit of the world, to
collect the world.”’

Rauschenberg regards himself more
as a reporter-commentator than artist.
““I resent the fact that somehow the illu-
sion of the fine life is to be able to sleep
through anything, to sleep through
war, poverty, the world around us,’” he
says. ‘‘I want to shake people awake. I
want to make them aware of the indi-
vidual responsibility both for them-
selves and for the human race.’’

No doubt this missionary zeal stems
in part from Rauschenberg’s boyhood
desire to become a preacher. ‘‘But then
I found out that my church strongly dis-
approved of dancing,’’ he says, recall-
ing that he ‘“danced up a storm at his
opening in Houston’’ the week before.
‘“To back out of the church, I said I’d
become a vet—I’d save dogs instead.”’

At Captiva, Rauschenberg cannot
begin work until the dailiness of life is
tended to: the dogs fed, the business of
ROCI looked after, the dishes washed.
That done, he heads to his studio, a
stark, white building 100 yards from his
house, to begin work with his chief
assistant Terry on his ‘‘Quarter Mile”’
painting. Rauschenberg is 500 feet into
“‘the world’s largest painting,’’ a work
composed of photographs, silkscreened
images, lithography and oil-on-canvas
that he jokingly suggests showing at a
race track. ““But I feel very let down
when I finish a piece. When L hit a quar-
ter-mile, I may just keep going. It’s a
way of not finishing.””

Scattered throughout the studio and
grounds are scraps of junk collected
from Rauschenberg’s travels: a rusted
tricycle, a Peruvian wheel and bags of
colorful swatches of Thai cloth. His
images come from everywhere—from
the more than 40 magazines to which he
subscribes as well as from newspapers
and catalogues which his assistants sift
and organize into labeled boxes. The
most provocative images are tacked to
Rauschenberg’s ‘““Muse’” board in his
print studio.

As Rauschenberg holds a silkscreen
in place over a large panel, Terry, rest-
ing on knee pads on top of the enor-
mous table, pours lavender paint over
the screen and forces the paint through
the porous silk design with a squeegee.
““‘One more time?’’ he asks Rauschen-
berg.

““No, that’s nice and light,”’ answers
Rauschenberg. ““If you push it, you
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“I think chili is a philoso-
phy,”’ says Rauschenberg,
‘‘a sophisticated dish built
out of scraps.”’ However,
since his refrigerator doesn’t
provide enough scraps, ‘‘I
usually shop a couple of days
for my leftovers. Hot is para-
mount. A variety of meat
tastes and textures (ground
meat, chopped gizzards and
calves livers, chicken) is nec-
essary to give it that second-
day awareness.’’

Start with onions and chili
peppers; cook them in oil
until they are soft. Start add-

BOB RAUSCHENBERG S “COIVIBINE” CHILI

ing other stuff, like green
peppers, meat, more hot pep-
pers and stock or water to
cover. Simmer a couple of
hours, until the mixture is
thick and add spices (chili
powder, oregano, cumin) to
taste to make the chili fiery,
yet tolerable.

Do not add tomatoes or
beans.

Sour cream and cool gua-
camole can be used as first
aid.

Serve frozen mango,
watermelon and Key lime pie
for dessert.

just get contrast and lose all the half
tones.”’

It wasn’t until Rauschenberg left his
hometown at age 18 to go into the Navy
that he realized there was such a thing
as an artist. ‘“When I was a child it was
very easy to grow up in Port Arthur
without ever seeing a painting,’’ he has
remarked. In'the Navy, he did portraits
for friends to send back home—drawn
in the latrine ‘‘because that’s the only
place they kept the lights on at night.”’
When he decided to ‘‘have a new life as
an artist,”’ the first thing he did en route
to art school in Kansas City was change
his first name. ‘I was called
Mihhhhhlton,”’ he says, imitating his
parent’s Southern pronounciation of
the dread name. ‘“The name had to
go.”’” Later, he studied with the cele-
brated teacher Josef Albers, who hated
his work, but whom Rauschenberg
credits with teaching him self-disci-
pline.

“I matured in a generation that was
artistically full-blown and refused to
kneel,”” he says. ‘‘So much of the art
world today is dealing. There is a great
deal of money and comfort in ‘style,’
but I don’t think art is publicity or style;
I think it comes out of either a deep
meaning or some kind of special under-
standing.’’

When in need of solitude, the artist
retreats to his hideaway on Captiva, the
““fish house.’” Built on stilts in the bay,
the fish house is connected to the shore
by a dock equipped with a bell, to warn
of approaching visitors, and a draw-
bridge. “‘I bought this house to prevent

80 MMIAPRIL 1986

Imagery drawn from magazines, catalogues and newspapers

it from being turned into a nightclub or
yacht club,’” says Rauschenberg, who
in his early lean days slept on fish boxes
salvaged from the market near his loft
on Fulton Street in Manhattan and
lived on a strict food budget of 15 cents a
day.

‘“My parents never approved of my
painting,’’ he recalls gently, uncorking
a bottle of Moet et Chandon in the liv-
ing room of the simple frame house.
Behind him, the sky is suffused with
rose light. “‘After I'd become a some-
what successful painter, I remember
my father said one day in one of our

rare conversations, that he wanted to
talk to me and I thought, ‘Oh good’

because I hadn’t ever remembered his

saying that before. Suddenly he said,

‘Now I know why you wanted to be a |
painter.” And I thought, ‘My god, this |

is a real breakthrough’ and then he
said, ‘If I ever thought there was any
money init. . . .” Well, it was almost a
wonderful moment.’’

““In all my success, I could be a flop
overnight because of my aesthetic rest-
lessness,”” Rauschenberg says. “‘I’m
always asking, ‘Is this enough?’ I prefer
laughter over honor.”” M

|
|
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A Special Issue
About The Times Of Our Lives

TR

| The Cover

by Robert Rauschenberg

hat you see on the front and back covers of today’s maga-
Wzine is not a mistake. It is, in fact, two pages out of art and

publishing 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 Statés. 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

ﬂ@ 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
things, about technology, energy, God, the changing faces of South

Florida and “The Perfect Peace.”

The Public’s Private Views
i by our readers

There is more to the previous decade than what was re-

ported in the newspaper. Parents have died, children

have been born, marriages have been made and broken.
In brief, personal essays, our readers share the news of their life.

Florida Futures

back. We must look ahead, too. Our “In Florida” colum-
& nist makes some educated guesses about how the events
of the last few years will affect our fortunes.

Sunday Punch
7 L s P e e el ey Lk i v i s

~ IROPIC

Lary Bloom, editor Doris Mansour, editorial assistant
Douglas Balz, associate editor Ray Bubel, art assistant ;

Leon Rosenblatt, art director Elvalee Swift, People etc. editor
Marcie Ersoff, contributing editor ~ John Doman, photngra}p_her

John Dorschnuer, staff writer Bonnie Linton, advertising manager
Madeleine Blais, staff writer

Advertising: (305) 350-2818. Represented by Knight-Ridder Newspaper
Sa|:s, Inc.? and Metropolitan Sunday Newspapers, Inc. Contents of Tropic
copyright® 1980 by The Miami Herald Publishing Co.

{ by Al Burt
: @ ; We can learn only so much about ourselves by looking

he Jantzen
point f View,

“ga

4

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 now at Swim 'n Sport. Fits your
body like the water, fits your life style like
the sun!

Full Two-Piece, 10-16, $30
Adjustable Bottom
Mio, 10-16, $32
- Molded Cup

Skirt, M-L, $36

Orriginalized for you at

Mail orders accepted.

Miracle Mile = Broward Mall « Hollywood Mall « Diplomat Mall
163rd Street Shopping Center * Dadeland Mall + Westland Mall + Omni

Photograph taken at Fontainebleau-Hilton Hotel.
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‘When you picked up the cover
day’s magazine, you saw two
es out of history. It is the first
e-that an artist has ever made
on original edition of lithographs
for millions of people to see — on
the same day. It is, 1:n a sense, the
piggest gallery opening in history.
* The cover was created ‘by Robert
* Rauschenberg, the most influential
Jiving American artist.

Who is Robert Rauschenberg,
and how can we make such claims
gbout what we have done? We
asked Calvin Tomkins, author of
the best-selling Living Well Is the
‘Best Revenge and other books on
contemporary culture — including

g biographical study of Rauschen-

berg and his circle that will appear
next spring — to introduce the
artist and explain why he was the
tural choice to work with us on
his  unprecedented journalistic

f

en years after his
first New York
show in 1951, most
critics and some of
the older artists
still dismissed
Robert Rauschenberg’s work as a
oke. Paintings made out of dirt
& growing grass? “Combines”
8t included flattened umbrellas,
3 f usty license plates and flashing
~ light bulbs? A sculpture whose cen-
ral feature was a stuffed angora
goat with an automobile . tire
,g;;t;nd its middle? He had to be
kney, 78 right? The younger artists
jevervinisy <y, They saw that in
- Was asking a queséi(;n: What is artg
e was asking it more energetically
! Fhan anyone else, with greater wit
‘and persistence and imagination.
Sooner or later he would have to be
ken seriously. §
Like a lot of Americans, Rau-
chenberg grew up in a place where
‘ch‘questions did not arise. As a
0y in Port Arthur, Tex., it never
curred to him that his ability to
‘aW accurate likenesses of people
1d animals was anything special.
€ never even realized that there
as such a thing as being an artist
- until he was 19 and in the Navy; on

furlough he visited the Hunting-
> ; N Art Gallery in San Marino,

%

=2

valif,, where he saw original oil
- Paintings for the first time. They
- 'mpressed him enormously.
After the war he went to art
- School on the G.I Bill. Went to
aris because he had heard that
- Was the place to become an artist
- (it wasn’t, not any more). He came
ack and studied under Josef Al-
TS at Black Mountain College in
rth Carolina, then under Vaclav
Ytlacil and Morris Kantor at the
Art Students League in New York.
he day he walked into a life class
. 2nd heard a fellow student asking
ntor what possible justification
€ could be for what Rauschen-

iy

The

g was doing — instead of work-

Imdnmn

who created the
most public work
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 internationaily 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. “I

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

felt they ought to be more interest- . A

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;
‘a family photograph) or things he

and a

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

so 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 offi-
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 aas— -

iy

been in one sense a breaking dov
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-
L) nology. He also

Then and now:
"Monogram,” one of
Rauschenberg’s most famous
sculptures, which features a goat =
tire; opposite, he works at The

Herald, using photostats to prepare one of
four overlays which make up today's cover.

12 TROPIC — December 30, 1979
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ph by Leon F

For Rauschenberg, the first step in the cri
Cape Florida on Key Biscayne. He also vis

RS %

eation of the cover was to make photographs of South Floridz;. Here, he search i ‘
ited parts of Miami, Coconut Grove, Coral Gables and Miami Beach. 5 e I

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
gelling for anywhere between
$20,000 and $100,000 by then, so he
could afford to do other things.

He experimented with li!;hog.m-
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 assen?bled a 54-
foot-long collage drawing ca}led
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-

rophic decade that saw SO many
;t;-i?lgte worlds overwhelmed by the
immediacy of public .events4 He
had come to think of hl.mself as an
artist-reporter responding to ghe
news from the Apollo moon landing
to the death of Janis Joplin. It was,

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
the 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.
Open 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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; conspicuous coincldence that a
deyoted to Jasper Johns’s paintings

e Seasons' should be on view
1gh M
420 We
there can be seen in the new Lila

allace wing at the Metropolitan
work of contemporary art ever to be
-maounted in a gmjrt American museum, The

tion

‘was jointly responsi-
r Johns for a historic sgion in
e a 2

cidence, major early paintings by both

schenberg and Johns can be  seen

through March 7 in Part 1 of Leo Castelli's

- A0th-anniversary show at 142 Greene Street.

Quite clearly, therefore, this is a good mo-

ment at which to look back at careers that

“have left-a permanent mark upon the history
of 20th-century art.

and Robert Rauschen-

re the public in the mid-
ere widely regarded as van-

ind’ wreckers. When faced

* Joh

h March the Leo Castelli Gal-
20 _W'ést ‘Brondway, while simulta-
Wi

and targets, one well-
ct artist

- ARTVIEW

JOHN RUSSELL

& {Rgufschenberg and
i Johns: Mr. Outside
= AndMr. Inside

's work was about paradox and intro-
Rauschenberg wanted, on the con-
ry, to reach out to the whole world and
elcome it into his work. (In 1961 he said that
“there is no reason not to consider the world
s one gigantic painting.'")
" _Then asnow, they both seemed to 2 foreign
bserver to be deeply, unalterably American.
When Johns drew a penetrating poetry of his
own from a light bulb, a drawer, a beer can, a
wire coathanger, the numbers from 0
through 9 and the alphabet from A through Z,
the result had philosophical overtones, but it

. also bad echoes of the plain speaking and

plain dealing that John Frederick Peto, for
‘one, had brought to the painting of common
ob{ccts in the 19th century. In his “‘combine
paintings,” in which found objects and ready-
made images of every imaginable kind were
combined with passages of pure painting,
Rauschenberg dealt with the poetics of
4 metropolitan glut in much the same way that
Charles Ives in his Fourth Symphony had
dealt with the manifold sound structure of
New England in an era when music came
live, and raw, and unamplified.
~ As time went by, their differences became
‘ever more marked, Johns developed a com-
* plicated code system that often scemed in-

a system to Crane's sulcide by
rowning. Equally well, many other seem-
ngly cryptic images in Johns’s work relate
ry; 1o older art and to private pertur-

Wallace wing at the Met—It has
in part the chara
diary. Atright
by Jasper John!
artist’s cycle, *
Leo Castelli's m
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Jasper Johns's paintings
58 ”ns"sl',:holild be on view
igh March 7 at the Leo Castelli Gal-

_Hl lery, 420 West Broadway, while simulta-
Jnes there can be scen in the new Lila
Acheson Wallace wing at the Metropolitan
FMuseum whal ,

icuous coincidence that a

JOHN RUSSELL

Johns's work was about paradox and intro-
spection. Rauschenberg wanted, on the con-
trary, to reach out to the whole world and
_welcome it Into his work. (In 1961 he said that
“there {s no reason not to consider the world
as one glgantic painting.’)

Then as now, they both seemed to a foreign
observer to be deeply, unalterably American.
When Johns drew a penetrating poetry of his
own from a light bulb, a drawer, a beer. can,a
wire coathanger, the numbers from 0
through 9 and the alphabet from A through Z,
the result had philosophical overtones, but it
also had echoes of the plain speaking and

* plain dealing that John Frederick Peto, for

one, had brought to the painting of common

seen  objects in the 19th century. In his ‘“combine
tings,” in whi 2

passages of pure painting,
Rauschenberg dealt with the poetics of

metropolitan glut in much the same way that

Charles Ives in his Fourth Symphony had
dealt with the manifold sound structure of
New England jn an era when music came
-live, and raw, and unamplified. =

~ Astime went by, their differences became
ever rked. Johns d

‘tended to cover his tracks, But, when cracked
‘in however small n degree, that system could
have a universal . As.

relating th

- trou e outstretched
~hand lnctelony(gd-arm:mgvhwe long been
part of that system to Crane’s ide by
- drowning. Equally well, many other seem-
 ingly cryptic images in Johns's wn;; relal
 to poetry; to older art and to pi

bations. Though for years turmex
front door of Johns's work, ai
soon found a way in at the back —
thatin 3

acom-
- plicated code system that often ;eemgd in-
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ABT,hmnCl
known world of abstract expression-
ism, he produced distinctive and ac-.
- complished abstract exp

years, but about the existence of
eral very early works that even Hopps -
had assumed were lost or destroyed:
Smce Hopps organized his' large'

pammgs, all-white paintings and all-
black paintings, made a decade before
minimalism was an issue. He also made
sculptural ‘assemblages, large and
, boxed and unboxed, made of
stones and mica, nails and metal
he made ‘

- process that involves lying on the

g retrospective at the
tional Museum of American Art if I
1976 (which included some 30 of these
works), Hopps and Rauschenberg hz
located more than 100 additional or
carefully tucked away by friends
Twombly, Jasper Johns (whom e
didn't meet until 1954), Cage and
ist Susan Weil, Rauschenberg’s
during this peno¢ All have lent
works to this show. 8.

The surprises begin in the f"t
room, and include four lifesize fi

in silhouette—all monoprints on bl
prmt paper made as expenments with
Weil: The most striking is a haunti
acrobatic double image of Rausc]
berg nude, made in 1950 by a

K gestureatthe hmebutvmsanattempt'
 to show the validity of “unmaking” art
as well asmakmﬁ it, says Hopps.
- The show clarifies and corrects sev-
eral other misconceptions, not only
bout the chmnolpgy of Ume early

per an git to
Twombly had c{reﬁllly put th
away after one of the four—it is miot
clear which—was shown at the M
um of Modern Art. ¥
Also in this amazing first room :
other works from 1949-50 (you
to keep reminding yourself lat{
Rauschenberg was only 24 or 25 atthe -
time), including two paintings not seen
together since Rauschenberg ha }u
first show at Betty Parsons (dealer to

‘n’:r'- > E

ve surely reverberates in Rausche

Pollock de Kooning and others) in
1951. One of them, a primarily white
abstraction with cruciform shapes ti-
tled “Crucifixion and Reflection,”
pps considers one of his most im-
portant rediscoveries and acquisitions
for the Menil. Next to it is *Mother of
God,” a work that seems to presage
Adolph Gottlieb's floating orbs. This
work, made from a tom map and black
painb.‘belongs to Rauschenberg, as the
result of a concerted effort in the *70s
toﬁndsonwofth&eeloétmﬂywaﬂts

Here, as in the galleries that follow,

photographs are integrated with the
paintings, just as they always have
been i Rauschenberg’s art. Among
them; two acquired in 1952 by Edward
Steichen for the Museum of Modern
Art—one a tufted black buggy seat
photographed as a flat, abstract ohject.
They were the first Rauschenbergs to
enter a museum.

Rauschenberg returned to Black
Mountain College several times during
this period, both for the free studio
space and the stimulation of working
further with composer Cage, whose in-
terest in silence as a musvml element

all-white paintings of 195
- gallery is filled with them here—s

square, a diptych, a triptych etc. Made.
with rollers and white house paint,
 these non-illusionist objects anticipate

ere—-’sgle.’ooﬂages

minimalism by a d Intemled for ;

what Rau.schenhel' oped would' be “Th
his next show at. Betty Parsons—a

show. that never ma 1

ges to simply
ish for their sheer beauty, Yet ynu, im of
can’t help but sense, as the shov( he |
comes to an end in 1953. that the umofModtm
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Rauschenberg, Bright & Early
A,ccbmplished Works of the z rey
Young Artist, at the Corcoran

. By Jo Ann Lewis
Special to The Washington Post

If the National Gallery’s glitzy, overblown -
Rauschenberg show has left you cold, the Corco-
ran has a magnificent antidote; “Robert Rausch-

. enberg: The Early 1950s.” Opening today, this
thrilling show is guaranteed to restore some real
understanding of Rauschenberg’s greatness,
both as an artist and as a prodigious innovator
who changed the course of art.

The evidence is all here, clear as crystal, in
101 little-known works assembled by former

. Corcoran director Walter Hopps, now curator of

_the Menil Collection in Houston. All date from

the first five years Rauschenberg spent in and
“out of New York, starting in 1949, when he was
only 24. No country bumpkin from Port Arthur,
Tex., Rauschenberg had in fact arrived in Man-
hattan with three solid years of classical art

as City Mountain College in
-Jarolina, The_re, the rigorous trainiﬁg of
A_llgers and the inspiration of John Cage had
‘with his own originality to produce the ex-
traordinary eruption of work on view in this exhi-
't::)tlonz—amuch of it thought to have been lost until
w. ' :
If the National Gallery’s “ROCI” show is ab
Rauschenberg’s wanderlust, wealth and prolifizle:f
Cy at age 65, the Corcoran show is about his
originality, poverty and prolificacy at.25. Drop-

ping full-blown into the threadbare and little-
See ART, €8, Col,2

Benjamin Forgey’s Cityscape columun will 7e- Ra i
o Borgey pe corumn - Rauschenberg’s 1950 life-si
Sume next week. ‘ S % ‘himself on blueprint pape:!






