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E.A.T. and the Moving Image. A conversation with Barbara Rose

are most famous for your
idered the seminal text on
‘has played an important
s an art historian, critic
 have also taken part and

A.T. (Experiments in Art and
s. Could you go back to that

:l It was published in Artforum'’s special film
1Ssue from 1971, edited by Annette Michelson.

0f course, Annette was terribly important. She
moved from Paris to New York in 1966. She already
had a tremendous background in film, having
w?rked with Noel Burch and was the star of one of
his films - she played a dominatrix in Noviciat.
She learned Russian to g0 to the Soviet Union and
study the early film makers there.

born, really, when Bob

) (Oracle. 1962-1965)

G How would you explain the encounter between
the rise of intermedia practices and the use of

engineeﬁr who had technology in art?
t Bell Laboratories,
‘like Johns and Rauschenberg wanted to work with any material,

r Robert Breer, cardboard, junk, and he thought of technology
as a medium. Robert Whitman, who was influenced
by the Czech Laterna Magica, used films in his
happenings. The idea was that technology was a
also medium like, say oil painting. They were less

‘ interested in making a film or a video than in
technology as a medium to animate objects and
images.

[:l This led artists to work in space that were
neither film theatres nor white cubes.

Well, to go back to E.A.T., it was Billy who
‘persuaded Pepsi Cola to let E.A.T. have the
| on at Expo 70 in Osaka where I went with
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wired it for sound in 360 degrees, which were very
advanced concepts.

The pavilion was conceived to be an
instrument that could be played so that we could
have these happenings which employed sound,
movement, video, projections. And the whole
floor was wired so that everywhere you walked
would have a different texture, there was a part
with turf, grass, then you would walk into a part
that had sound of the country, different sound
in another part, then in the middle there was a
big glass floor and ceiling which you could look
down into where Bob Whitman had projections. His
work was projected on the floor and you could see
it on the ceiling. At Expo'70 there was another
technology show curated by the Los Angeles County
Museum, which was then shown as part of the
L.A. exhibition Art and Technology (1971). There
Whitman worked with the engineer John Forkner
so that there would be projected images also
involving mirrors so they seemed to move out in
three dimensional space. They weren’'t exactly
helograms, and they went back and forth in space.

But one day the executives of Pepsi Cola
told us what we were doing was insane and that
wWe had to stop. They wanted to turn the E.A.T.
pavilion into a disco but we confronted them and
it remained the E.A.T. pavilion.

I: As part of the program there was a part
entitled “on live programing” that emphasized
participation. Were these events related to
discussions around concepts such as real time or
immediacy?

There were more ideas than we could execute. Remy
Charlip did a performance in the central space
with the circumflex mirror in which you could see
imaging floating in free space. Participation
was from the people of E.A.T. not really from the
~ These questions of real time and immediacy

- were very much present in the art world in general
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and Breer were really

projections, as I recall. There Were 1

inventive. He was a real pioneer, ncfedibly

[____—l For Whitman they were “the,
Michael Kirby wrote about thep i
happenings.
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Michael Kirby was part of the disc
part in some E.A.T. performances 5
you also had Jean Tinguely who wa
York and was already a kinetic r
very international moment in New
the Swedes, the French, there wag
Phalle doing live performances. g
New York where he did kinetic pie
the first piece Tinguely did T s
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I:] The question of kineticisp comes yp 4 :
that context. Tot 4y
The floor in the E.A.T. pavilion was inte
and all of the pieces were always in mot
instance Rauschenberg’s piece, which he
which lights up as you walk up by it was totally
interactive. Len Lye was in New York at the time,
We were very aware of his work, but it seemed tg
be coming from some place else. And we all kney
for example Takis, he had a show in New York.
That’s real kinetic art not based on painting byt
on earlier ideas about movement. And the Zero
Group, which is connected back to, say, Moholy-
Nagy and the early kinetic pieces. E.A.T. yas
coming out of something else, totally different,
connected to the American love affair with
‘technology as well as the idea of a theatrical
installation. It was a desire to also use time
as an aspect of visual art, time being the fourth
dimension. If you look at Rauschenberg, you see
many works include clocks. So there was this
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