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Robert Breer: [Inaudible 00:00:14] as far as the company did it. [Inaudible 00:00:07]. 

Sally Dixon: Hello? 

Robert Breer: They [inaudible 00:00:21] in two or three different times. Once for on the 
phone and then for some kind of light show.  I had to send them away from 
different places each time because I didn't really see any [inaudible 00:00:30] 
until almost the time third time round and- 

Speaker 3: Did you just design flood [inaudible 00:00:36] or were they [crosstalk 
00:00:37]- 

Robert Breer: No, I had been making these some time. 

Speaker 3: Oh, I see. 

Robert Breer: Then they took [inaudible 00:00:43] of the idea of somebody made a 
comparison between my sculptures and the [inaudible 00:00:48]. That made 
me think, maybe Japan, maybe there was something to this and since they 
seemed so [inaudible 00:00:57] probably [inaudible 00:00:59], maybe I could 
persuade them to put in a golden rock slide and do whatever they want to do 
inside. [Inaudible 00:01:08].  

 I suggested this to them and they were receptive and we kept on going and 
the more we talked the more I'd seen that they're [inaudible 00:01:17] 
anything. Then I went out and I got E.A.T experiments [inaudible 00:01:21] 
test. Billy [inaudible name 00:01:24], who I've known a long time, and I told 
him about this place and then suggested that there was a chance there for 
several others to get together and then do something.  That's about nothing 
and when I got together with him and then we went around and we went 
around and [crosstalk 00:01:40]- 

Speaker 3: Do you? 

Robert Breer: Ralph and [inaudible 00:01:44] is a [inaudible 00:01:46]. Caroline and the 
board or the AP, or something to that affect, or president, I don't know 
[crosstalk 00:01:52]- 

Speaker 3: He [inaudible 00:01:53]. Well, I guess he's [crosstalk 00:01:53]. 

Robert Breer: He's working out. 

Speaker 3: He's not working for me, so [crosstalk 00:01:56]- 
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Robert Breer: Well, sure and it's a very loose business time. As a matter of fact we did go to 
Bob to begin with because of the question: Who would get- I didn't want to 
pick on the whole thing. No one asked me to, as a matter of fact, but in a way, 
maybe I got together some artists. There was four of us, basically, because I'm  

 We gradually steered, actually, away from the rough idea because we figured 
that would from an insight way I wouldn't be very new at this. 

Speaker 3: Right, so this is [crosstalk 00:02:34]-  

Robert Breer: They have us this [inaudible 00:02:37] type. 

Speaker 3: This is mainly one optical inside? 

Robert Breer: It gradually went from -Yeah, the result now inside more still because I already 
[inaudible 00:02:47]. 

Speaker 3: This is far from all the illustrated [inaudible 00:02:51]. 

Robert Breer: Huh? 

Speaker 3: I said this is great [crosstalk 00:02:53]. 

Robert Breer: That's the only way I can- 

Speaker 3: Well, sure, it's- 

Robert Breer: Explain. Inside this mirror, this is a long time to [crosstalk 00:03:03]- 

Speaker 3: That's what they said they were going to break up the end or something. 

Robert Breer: Yeah. It was good [mutters 00:03:09]. The only [inaudible 00:03:11] spherical 
dome. It's an air structure made out of [leather 00:03:17] and it ends up 
being limp because it's a pretty perfect mirror and optically perfect [inaudible 
00:03:26] this [inaudible 00:03:28]. 

 You get- it creates real images in space. This outdoors. 

Speaker 3: Mylar is soft. 

Robert Breer: Mylar is a very thin skin. You know the stuff? 

Speaker 3: Yeah. 

Robert Breer: This is, I should know. I think it's 2 mills thickness. It's like [inaudible 
00:03:59] maybe, we played around different things and I've forgotten but it's 
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like a toothpick [inaudible 00:04:02]. It's supported negatively and so vacuum 
on the outside of it rather than air pressure inside, so we don't have any 
airlocks to go in. You go in and out of it. It's the shell outside of it and the air's 
pumped out of the outer shell. Then you can suspend this [crosstalk 
00:04:22] here.  

Speaker 3: You just turn it off and- 

Robert Breer: Then you stuff it for. Peel it off. 

Speaker 3: The glass [inaudible 00:04:27]? 

Robert Breer: If you did, yeah. Actually, it's suspended; it's tethered with ties. It's better now. 
Collapsed sever times in a -To a point it's like a wrinkled [inaudible 00:04:38], 
let the air out and it's, basically, [mutter  00:04:45].  

 Those are them main ingredients, that and the fog outside which is just water 
vapor a lot of high pressure. Nozzles, twin, 500 of them and we can do 
anything. I told you to secure the place and all the surrounding places which 
got us into a lot of trouble. We're going to have a lot of trouble now. 
[00:05:07] 

Speaker 2: Got in trouble with- 

Robert Breer: Yeah, if the wind was the wrong way it would go next door and they have open 
amphitheater where they practice oboe mystery bands and the wet 
trombones. Have you ever heard any of the brass bands that's in a fog, it's 
pretty sad. Against [inaudible 00:05:27]. 

Speaker 3: Somebody needs a good practice session [inaudible 00:05:30].  [Crosstalk 
00:05:30] that does. 

Robert Breer: We had to shut down for their practice sessions out of politeness the first few 
days in New York. 

Speaker 4: Is this your first experience with a water show exposition like this? 

Robert Breer: Yeah, in fact for most of the artists. The other artists, if you’re interested is 
Bob Kluver-Frosty Myers is his name. This Park Place guy he was down -He 
was sculptor and done a lot of things with search lights like art things. 
Something like [inaudible 00:06:03] but not big concepts of [inaudible 
00:06:07]. They were tutoring because I built a sound system. It's very 
elaborate, or seemed to be. Technically it's [crosstalk 00:06:21]-  

Bob Haller: [Crosstalk 00:06:20] what his first name is? 



  
 

 

 

Carnegie Museum of Art                           fv001_002_002_B Page 5 
 

Robert Breer: Bob Kluver . Then the four of us we started, we did the original design and 
then it expanded.  Brought in other artists to do Greg's other parts of the 
painting. Then the idea was that, from there, once this thing was designed 
and built we were going to [inaudible 00:06:51], as a matter of fact another 
way of playing. People come over and play this thing, they play it like an 
instrument. It's the lighting, the sound and what the Mylar does is losing basic 
indoor arenas, actually, it used after [inaudible 00:07:05] and so we had 24 
programmers lined up to come over. Half of them would come over and half of 
them were Japanese to come in there and do things for six months. It was a 
beautiful idea. It was an open-ended place, in other words, open to change all 
the time and bringing in artists, kind of living organisms, but it wasn't 
[crosstalk 00:07:28]- 

Speaker 3: What would they do?  Dance with them? 

Robert Breer: Yeah, some would dance. We'd have-I don't have a full list, I don't even know 
the full list, but [inaudible name 00:07:36], for instance, was going to be the 
one. One time Jerry [Robinson's 00:07:40] was going to do a thing here and 
he backed out because of commitments.  

 Also had a scientist coming in to turn the whole place into a planetarium and 
you do-there's just no end. They didn't know what could be done in here. 
Nobody had seen a place like this and so nobody told me ahead of time what 
you could do and that was the whole idea of expanding it this way and leading 
out with it.  

Speaker 3: What is inside the actual pavilion beside the Mylar skin and the wall? 

Robert Breer: It's divided-Go inside through that tunnel that you saw in the picture there. 
You go down there and into a room that's saucer-shaped, called [inaudible 
00:08:19] and it's [inaudible 00:08:20] shape. It's got a [inaudible 00:08:21] 
chamber. Just go in there and give them a [inaudible 00:08:27] so a long, 
Plexiglas tube, and these handsets are tuned into to get signals from the floor. 
The floor is embedded with the sounds all over and its a-they transmit sounds 
with [flukes 00:08:42]. The floors are differentiated all through the pavilion so 
the sound corresponds with the floor section you're standing in. It starts out 
downstairs, there's a lasering display down there a [inaudible 00:08:55] of 
light [inaudible 00:08:55], four colors. 

 You walk through this laser light and the downstairs really kind of [inaudible 
00:09:04] to pre-condition this dark, [inaudible 00:09:07] black down there. 
You get glimpse up through the floor of this silver dome upstairs and then up 
there the floor is divided like a [horoscope 00:09:18] that's connects it.  
[Inaudible 00:09:19] a feel in describing this place, you had to describe it so 
many times, usually to a skeptical. That's called [inaudible 00:09:28].  
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 Upstairs there are about 12 different floor sections and they go from grass, 
green grass and to an asphalt road, kind of Florida, rough, more like a 
cobblestone. Each one of those are programmable and they have some 
[inaudible 00:09:48] that you hear through this thing. Then the dome, itself 
has a grid and speakers behind there. There's an audio system on top of the 
handset so there's a general sound system. These things are all, can be 
interrelated along with the lighting system and or follow spots and [inaudible 
00:10:13]. Then there's a big control console with all switches on it and 
there's also paper tape. [00:10:20] 

Speaker 3: What happened [crosstalk 00:10:23]-? 

Robert Breer: For our programmers, so for these sections.  You pick up [crosstalk 00:10:27] 
sounds and of course there are different textures on the foot. 

Speaker 3: I see, I see [crosstalk 00:10:30]- 

Robert Breer: At the same time you're just overwhelmed by this mirror because every 
movement you make it's magnified and multiplied up above yourself, so any 
kind of turned when looking up and watching what you're doing and hearing 
it's going-The basic idea about that was it was not going to be a theater of 
experience where you go in and sit down and go out; or where you're being 
tunneled through places but you go in there and pick out, find out what you 
wanted to do with it, a matter choice. You can stay as long as you want and all 
that. 

 We anticipated problems that didn't come about because of that reason. 
Nobody knew how would people react to this thing? Would they all stay forever 
or would they run through the place? Again, the Pepsi-Cola Company worried 
about traffic control, being one of their biggest concerns. 

Speaker 3: There's a big problem up there. 

Robert Breer: Yeah, of course, we didn't know anything about traffic control. They were 
talking about I designed the floor [inaudible 00:11:33]-Oh, and they're talking 
[inaudible 00:11:34] about how the design of this thing it was a [big 
00:11:36] collaboration. These things were my design but then we 
collaborated on an awful lot of things and each artist had, before they had to 
start up this thing plus working together. It was really an amazingly, smooth 
collaboration.  

 I think that people long judged from the beginning or something, we got along. 
Of course, we belong to a huge enterprise, it's two and half million dollars. 
We've got a lot of engineers involved, at least a hundred people involved. 
Many trips back and forth to Japan during last year. A lot of budget flights. 
We're very successful except for this thing up [crosstalk 00:12:22]- 
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Speaker 3: How is he doing do you think, from your opinion as an up and rising 
organization for filling the arts with the technical people? 

Robert Breer: In keeping its purpose, they don't even know for sure how well they designed-
It takes an awful lot of- Serves as a clearing house. It was an awful lot of 
[inaudible 00:12:47] for us to call up and ask for an engineer to do something 
or other and they're given an 

 engineer and that's the end of it. You're not [inaudible 00:12:54] again.  

 There's an awful lot of stuff going on. You know how many man hours are 
being spent on [raised 00:12:58] projects but a lot of times they don't see 
what you're doing. There's no doubt for what is having an affect just because 
of more traffic. It's struggling for support. It's a funny [inaudible 00:13:14]. 
This particular- 

Speaker 3: You mean the new [inaudible 00:13:17]? 

Robert Breer: No, no I'm actually [inaudible 00:13:20] another scan I don't want the 
confusion brought on the [inaudible 00:13:23] house. 

Speaker 3: They brought in the Master Theater wasn't very popular at that time. 

Robert Breer: That isn't, that's not even in the [crosstalk 00:13:29]. 

Speaker 3: As a matter of fact.  

Robert Breer: That was the Kansas City- 

Speaker 3: Nelson Gallery. 

Robert Breer: Yeah, and at the New York of Arts Council, I think, financed that Lincoln 
[inaudible 00:13:41] House. He had nothing to do with all of Bob [inaudible 
name 00:13:44] had a [inaudible 00:13:46] in there that was in Mary's old 
show. The tithing was, on the Mansion House was through Ted Kiel because 
one of the, he's on the board with E.A.T. 

 I guess we got about [inaudible 00:14:04] E.A.T the big show on the [armory 
00:14:06] on that T-166. It was a huge, beautiful landmark disaster. It's a 
combination of all those things and it's both beautiful and bad and- [crosstalk 
00:14:20] 

Speaker 3: What's your own reaction to your experience with E.A.T, now? You want a lot of 
more work in the city? 
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Robert Breer: I would say it's inevitable that arts somehow or other [inaudible 00:14:34] 
that are available to work on a big scale to do anything noticeable almost 
seems unavoidable. I still believe in the [inaudible 00:14:44], and it gives me 
nothing. Fortunately, I think you can get away with that, but the general 
[inaudible 00:14:53] things, I don't see how you could avoid technology 
somehow or other. 

 There must be a need for E.A.T, therefore it exists or its [inaudible 00:15:04]. 
Otherwise, I don't see technology as any great savior of anything. It's not going 
to help art, particularly; it's just going to-It's just part of life. The E.A.T is of 
efforts to this production. I think it's one of the-It's more successful or- 
[00:15:30] 

Speaker 3: How does this influence your film ending? Does it make you more interested 
in films or less interested, or- 

Robert Breer: What? Technology you're talking about?  

Speaker 3: Yeah. 

Robert Breer: Oh, it's a matter of how I feel about objects and using space and so forth, so- 

Speaker 3: You think you can do both without any problems? 

Robert Breer: Yeah, I alternate. It's been my case even in films and jumping back and forth 
from doing one kind of film to doing another one is an anecdote and I treated 
the same way. I haven't been able to bring it all together in my mind yet, but 
because I knew all these different things I assumed there must be some kind 
of connection with -I haven't stopped to explain it to myself. I can't predict. 

 The thing about technology is that as a filmmaker it allows the so called-Oh, 
sorry about that. It squeaks. I think that a lot of these independent 
filmmakers, the ones that started as I did, quite a while ago, were hostile to 
technology and I thought that was an unfortunate necessity. In order to print a 
moving image, you had to go through a cameraman. That's the way I feel 
about it. I'm not a technology nut or anything. I want a very- 

Speaker 3: That's what we trying or, at least, I was trying to understand, you know? 

Robert Breer: Yeah. 

Speaker 3: To them, because there are all these things going on. 

Robert Breer: Like these things that I made in here are just, basically, golf-cart technology, 
you know? 
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Speaker 3: Right. 

Robert Breer: Which is pretty low-level stuff. At the same time it costs a lot of money and a 
lot of time to-these are made by [inaudible 00:17:19]. They're better made 
than my original ones were.  

Speaker 3: Are these [inaudible 00:17:22] available as [inaudible 00:17:24] or- 

Robert Breer: Yeah, [inaudible 00:17:25] my artist [inaudible 00:17:26]. 

Speaker 2: [Inaudible 00:17:28]. 

Speaker 3: Very soon do you know?  

Robert Breer: Since I make a deal on all of this, I can say I had Christmas with [inaudible 
00:17:36]. 

Speaker 3: [Inaudible 00:17:37] operate, it's not battery [crosstalk 00:17:40]- 

Robert Breer: Yeah, I know.  

Speaker 3: You're not going to save battery or- 

Robert Breer: No, no, no.  

Speaker 3: [Inaudible 00:17:45] or- 

Robert Breer: No, there a  

Speaker 3: Oh, yeah. 

Speaker 4: It's just a [inaudible 00:17:49]. 

Speaker 3: I see. 

Robert Breer: The reason I have labels on labels [inaudible 00:17:54]. 

Sally Dixon: It's better to have two or more. 

Speaker 3: Just for the [inaudible 00:17:56]. 

Robert Breer: Yeah [crosstalk 00:17:58] on the halt in that area and then it really gets to be 
exciting. I want them to show couple hundred, a couple thousand of them. 

Sally Dixon: Like the old New Yorker cartoon with the man- 
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Speaker 3: Right, [crosstalk 00:18:12]. 

Sally Dixon: The buffalo man when they [crosstalk 00:18:13] and out they came. 

Robert Breer: Yeah, I want to do that [inaudible 00:18:16]. There are 25,000 of us anyway 
over there. I'm going to distribute [inaudible 00:18:24]. They're having trouble 
selling to Japan. Apparently the ... They're selling them but not like the hot 
cakes and [inaudible 00:18:33]. You know, to the average [inaudible 
00:18:34] who seems to be a non-city Japanese, I was told, "Oh, these are too 
slow for them." 

Sally Dixon: [Inaudible 00:18:45]. 

Robert Breer: I said, they're about two centuries ago. The classic Japanese attitude 
[inaudible 00:18:51] and so forth, they miss that's [inaudible 00:18:54]. 

Speaker 4: It's not they're too expensive, right? 

Robert Breer: Could be that, too, I don't know. I'm delighted because I'm not interested in 
[inaudible 00:19:01]. Much better than selling them here, I think there are 
enough people to you don't have to worry about extending them, you know, 
that's those people I'm interested in.  

Speaker 4: Do you have anything cooking on this kind of- 

Robert Breer: These are owner pieces, right? 

Speaker 4: Yeah. 

Robert Breer: [cough 00:19:32] I've been working on what I call rugs or big pieces of plastic 
so far, and they're motorized underneath so the whole thing runs around 
interchanging shape and so forth. I've been making that for two or three years, 
I know' several pieces around. I don't know what's next.  

Speaker 4: I think it's a low-nap or shag or what? 

Robert Breer: I've been using all kinds of plastic because it crinkles, and I had column rugs. 
[00:20:08] 

Speaker 4: Just a [inaudible 00:20:09]? 

Robert Breer: Yeah, I had some more pictures. I don't know where all the pictures. Do you 
want to see a picture? 

Speaker 4: Yeah. 
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Sally Dixon: [Crosstalk 00:20:17].   

Speaker 4: [Inaudible 00:20:19]. Do you have any showing in the New York Gallery, 
recently at all? 

Robert Breer: I haven't much going on now. I had one of these rugs in the Museum 
[inaudible 00:20:32] show on movement. It was called Machine; Machine 
[inaudible 00:20:40]. That whole catalog's there from previous shows. One of 
these has a picture of it. Here's the plastic rug. That's like [inaudible 
00:20:52], you know what I'm saying? Because another one [crosstalk 
00:20:58]- 

Sally Dixon: [Inaudible 00:20:59]. 

Robert Breer: This is 67, that's the last one in that show I have down there [inaudible 
00:21:06]. 

Speaker 4: Where was this show [inaudible 00:21:07]? 

Robert Breer: I believe it [inaudible 00:21:10]. All these are motorized and these columns, 
too. We're [inaudible 00:21:24]. This is a- 

Sally Dixon: Oh, well that is- 

Robert Breer: No, that was [crosstalk 00:21:30] earlier show, these were [inaudible 
00:21:31] 

Sally Dixon: [Inaudible 00:21:33] work. 

Robert Breer: Yeah. Seemed like it, I know we're moving very slowly. 

Speaker 3: Why don't you tell us about your progress in films? 

Robert Breer: This is my progress- [background noise  00:21:54]. That's [crosstalk 
00:21:57]. That's a great- it makes a lot of noise. It sounds like a waterfall 
onto ice; it goes to [inaudible 00:22:05] there. 

Sally Dixon: [Inaudible 00:22:06] it might be- 

Bob Haller: Seeing the whole [inaudible 00:22:07] cushions that- 

Robert Breer: Yeah, he had his, as a matter of fact, on my first show, he got, Billy [inaudible 
name 00:22:18] of E.A.T designed his pillars for him because they're a ... They 
had to be Mylar to keep getting them; you can't even go through anything else.   

Speaker 3: Is that why this [inaudible 00:22:29]? 
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Robert Breer: The most non-porous [inaudible 00:22:33] and he was making those things 
that [inaudible 00:22:36] to preparing for their first show and I call my things 
“floats”. Thinking of parade floats, but my eyes popped and [inaudible 
00:22:45] for his things, right? Nobody calls about it [crosstalk 00:22:48]. 

Speaker 3: [Crosstalk 00:22:49] see pillars, you know? 

Robert Breer: Yeah. They are nice things, too. Oh, this thing was the day we ended up sitting 
it on the floor and it's very a delicate businesses of car mounts and you keep 
them in the middle of the room. 

Speaker 4: It may work when [inaudible 00:23:09] here a few weeks ago they said that it 
reacts to the heat [crosstalk 00:23:15]. 

Robert Breer: Yeah, very sensitive. I haven't seen that kind of [inaudible 00:23:20], how 
does that look? 

Speaker 4: Fine; excellent. 

Robert Breer: They have this longevity, don't they [inaudible 00:23:28]. 

Speaker 4: It's been going on a long time; about 20 years off and on. 

Robert Breer: [Inaudible 00:23:35]. 

Speaker 4: Doesn't,[inaudible 00:23:37], primarily. 

Robert Breer: Yeah. [Inaudible 00:23:40]. 

Speaker 4: No, not, this, just a couple years old. That's the [inaudible 00:23:47]. That's 
the rain forest. 

Robert Breer: Yeah,  [inaudible 00:23:47]. 

Speaker 3: What does your latest film work [inaudible 00:23:55]? 

Robert Breer: I [mutters 00:23:56] have something, now I've come from a-You've never seen 
the [inaudible 00:24:00]. 

Speaker 3: No, I haven't. 

Robert Breer: I started them in 1952 and I was a painter then and I was living in Paris. I was 
painting a what they call [inaudible 00:24:12] plastic [inaudible 00:24:13] 
through cars. The first [inaudible 00:24:20] they were just ways of examining 
a process and making a painting rather than showing the end resolve it was a 
painting, so they're primitive as films. Then I didn't have any film technology at 
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all so they didn't do what I expected them to do, but it got me interested in 
filming. 

 I gradually quit painting over the next few years and got more money in film. 
When I came out of film again I went into sculpting right away. Because then 
I'd make things physically move, you know. That was [inaudible 00:25:07]. 

Speaker 3: [Inaudible 00:25:08] very much?  [Inaudible 00:25:10]. 

Robert Breer: The films are [inaudible 00:25:11] right now. Mostly in the way I did with films, 
just the opposite. Every time on these things, I used the single frame as a 
basic [inaudible 00:25:20] whether I use it or not, it's what it's what it is. I 
made a practice of  making the change in the frame, the frame, the frame in 
the films, so they're pretty violent, visually. It's a way of dealing with emotion 
which troubled me, I didn't know what to do with emotion so I killed it off and 
breaking very fast [inaudible 00:25:45]. Some people can't stand it.  

 My idea was that if I killed the emotion off enough then they would stand still, 
it was my way of following them, then it would become a fixed picture. It's fast, 
very fast. A very abrupt change from these things to my films which are super 
fast, really [mutters 00:26:13] and this, I don't how to explain it. I think both 
cases I'm dealing with in the threshold reception because you rarely see the 
movement and films do the same thing. The aspect is different.  

 It's scary [inaudible 00:26:39] I don't have anything to tell you about; I think 
it's time. 

Sally Dixon : You at all working? 

Speaker 3: Without a [inaudible 00:26:44]. 

Robert Breer [Inaudible 00:26:43].  

Sally Dixon: You did it well. 

Speaker 4: Could you give me some background on the history of E.A.T.? 

Robert Breer: Yeah, I'm not even a member E.A.T., so whatever I say is slightly accurate 
[mutters 00:27:01]. I'm going to have to guess a little bit. I think it started 
formally about let's see, 1966 was not [inaudible 00:27:13] so I think he 
started right after that so it's about 3 years old and the history of the E.A.T. is 
very much the history of Billy Kluver. Billy Kluver was the [inaudible 00:27:26] 
from [inaudible 00:27:26] that he was-Swedish electron physicist working at 
Bell Telephone direct on the [inaudible 00:27:39].  
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 He got his PhD at Berkeley and then he went back to work for Bell. I think in 
Europe he had always been interested in his own film. He had a film society in 
Scandinavia right after the war. Then he went into physics and he ended up 
with Bell Telephone, but knew a lot of artists in New York. I guess it was a 
pretty dull place up there, my God. Bell Telephone was like some kind of 
booby hatch. You ever visited those laboratories by any chance, it's just- 

 New York is just a little ways away and the artists lives look pretty good to him, 
I think, and he just all these ideas and so he got interested in arts and that 
was his social life. Then when they ran into technical problems he began to 
help them. One of the first things he did was work with John  [inaudible name 
00:28:36] one night. Saw it destroy his [sculpture 00:28:39] in 1960. That's 
when I met [inaudible 00:28:42]. As a matter of fact, we worked together 
[inaudible 00:28:44] because I was real good friends with [inaudible 
00:28:46].  

 He helped him-Oh, he just helped them, I tell you all the way around and that 
guy [inaudible 00:28:56] then it made him a little useful. After that he helped 
[Robert] Rauschenberg and he helped Rauschenberg do a -One of his things 
he helped him make was Oracle. He helped Jasper first, I think Jasper Jones 
with he made a portable neon light for one of Jasper's paintings. The 
[inaudible 00:29:18] was always his thing he says was he amazed at how 
what kind of useless ideas artists would come up with to challenge their 
engineers with and their idea of useless technology intrigued him.  

 I guess is he helped them, the brought even more engineers. He saw a real 
need among artists for this kind of help and decided that he could formalize it. 
He in around '66, shortly after that, he founded this thing and then a year, 
about a year and a half ago he quit working for Bell and got a full time with 
hanging out with this organization that coincided with this Pepsi-Cola  the 
Maine project. He's expanded to having offices in San Francisco, and they got 
one in Japan, and there's one in [mutters 00:30:13]- That's where I fall down 
and can't tell you where, but he stays around San Francisco, maybe Chicago 
[crosstalk 00:30:22].  [Inaudible 00:30:22]? 

Speaker 4: Not yet, no, but have tentative plans for it.  [Inaudible 00:30:29]. 

Robert Breer: This is an odd thing for me to experience it to me was on this project was 
collaborating with an artist for [inaudible 00:30:38] engineer as I found out 
was that was a new thing for me. Originally, of course, the E.A.T the whole idea 
was to match engineers and artists and see what might come out of that. See 
if engineers could [inaudible 00:30:53] see if they'll, artist will [inaudible 
00:30:56]. That's not the right expression for that. I think it's worked a lot of 
times. 

Speaker 4: [Inaudible 00:31:07] a salesman [inaudible 00:31:10]. 
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Robert Breer: A lot of artists probably [inaudible 00:31:15] without going through E.A.T, they 
go on their own and they [inaudible 00:31:23] it's enough to get a factory. 
That isn't quite the idea; the idea of E.A.T was to go beyond [inaudible 
00:31:28] into the environment and to maybe suggest that artists have 
something more to do -That they might get back into society this way. It has 
that effect on them, you know? Changing boundaries and that's a question of 
scale on contact and that's where big businesses come from. 

Speaker 4: Your films, do you find that the collage effect is satisfying for you?  

Robert Breer: The last thing, they're so different anyhow and I thought I was a very original, I 
still think I am, I guess. That's not anything to be, necessarily, proud of, but 
peculiar, let's say. To me it was using this kind of desperate collage was  for-
I've gotten tired of seeing it all over the place. I think what happened in 
television, the time squeeze on commercial art made this kind of collage; it's 
an opportunity to fill up knowledge in a short space of time. Whether the 
sanction of [inaudible 00:32:34] that it was possible for people to store up all 
this information and knowing that was the way life is these days and so forth, 
really made such a [glove 00:32:45] of rack of collage film that I think, for me, 
as I say, I'm a little bit bored with it by now.  

 Why the [inaudible 00:32:58] are-I find [inaudible 00:33:00] has meant an 
awful lot. Don't see it as anything, but for me it was exciting because I was 
working in a rather rigid-All those rigid concepts about art, how was just 
geometry with pure extraction and film was a way of not giving that up but 
combining a load of stuff. I felt that the time-visual experience like that and 
love for mixing metaphors and disciplines and conventions, and the collage is 
the way to do it. You can fragment information and jam it all together.  

 Because the facets were [inaudible 00:33:39] either [inaudible 00:33:38] 
would have to stick together just by [inaudible 00:33:41] positions, so that 
was exciting for me and that was I felt that worked in a way that conventional 
fixed-image collage didn't work because then you have the overall view of the 
thing always. Where in film you can switch back and forth for it. 

Speaker 4: Did you say you're wave went from [inaudible 00:33:59] and breakthrough 
and hat you're going to do next? 

Robert Breer: My own breakthrough, you mean, or something? I don't- 

Speaker 3: It isn't necessarily for a quote I just- 

Robert Breer: Yeah, sure, no I just [crosstalk 00:34:12]. I've come out of this project, you 
know? 

Speaker 3: Right. 
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Robert Breer: More or less in one piece so there is a period, right now, of gathering myself 
together, I have started a film . I don't know whether I'm on the end of 
something or the beginning of something else. I think you're right, I'm just over 
something, at least to-I am starting and I'm only large [inaudible 00:34:41] 
permitted. Feel that I've done one already, sort of, but it still feels all right so- 

Speaker 3: You say you're getting tired, that's usually an indication that something's about 
to happen.  

Robert Breer: Is that? 

Speaker 3: Seems to me that's usually [crosstalk 00:34:57]- 

Robert Breer: Not getting tired, just the collage thing was [inaudible 00:35:00] way of 
handling film that I felt maybe it was exhausted in one way, that's all. I don't 
know where I am. It's the whole, "Where are we all, now?" It's this big change. 
The idea of the show in a gallery seems to be coming from [inaudible 
00:35:20] and I feel like I've been thought that. [00:25:23] 

 That's why this outdoor show that we have, I contact with just general phone 
book and was a great change in a positive way, I thought. Attitude towards 
objects is something you have to contend with and I have to adjust myself to 
my own feelings about other people's feelings about things and this-You 
assimilate all these things, it's not too conscious on my part; having 25,000 
objects all ready to be released. 

Speaker 3: [Inaudible 00:35:53]. 

Robert Breer: Top to down  objects are, well, you know, but there's emphasis on 
conceptualized they are, but has emphasis right now on conceptual art. I saw 
plans for these things to a conceptual art show that's traveling around Europe. 
Knowing that it's a kind of basic dishonesty, and I even wrote them to that 
effect. That the plans that I made were actual working plans; working back 
from the things I made to a more practical rendition of the same things. It 
wasn't a replacement concept for the final thing. I'm aware of that adjustment 
but I haven't made it and I don't know when I will. 

 That's one of the things about a technology business at heart. I think with this 
mirror, for instance, is something that no one could predict the appearance of 
this mirror. We had small ones we made 15, and a 50 foot one in Los Angeles 
is a prototype, but here's something that no one has seen and Bob Kluver 
[inaudible 00:37:02] is the most closely, you know, has worked with mirrors a 
lot, but never anything on this scale.  

Speaker 3: I'm trying to remember his piece in the Magic Theater I think his [inaudible 
00:37:12].  
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Robert Breer: He had a couple of [inaudible 00:37:16] mirrors over- 

Speaker 3: All of the things that oscillate and oscillate.  

Robert Breer: Yeah, [crosstalk 00:37:20]. 

Speaker 3: Yes, yes.  

Robert Breer: He has a piece on [inaudible 00:37:23] and U.S. [inaudible 00:37:25] over in 
Osaka, also- 

Speaker 3: Osaka? 

Robert Breer: No, different piece. It's [inaudible 00:37:32] take on the coast, and-No, this is 
a, it's another version of the-Thanks. Of the big [inaudible 00:37:46] mirror 
and a face, real images again. It's open-ended. It's something of, is it art or 
not? That's the question is how you use it if there's a case, so it's more of a 
process. 

Speaker 3: Do you ever see- I forget who did it, though. There's a large circular mirror 
which flexes and then you stand in front of it watching the back. It seems that 
the wall behind you is moving up to hit you in the head. 

Robert Breer: Is that [inaudible 00:38:12] piece you're talking about? 

Speaker 3: It may be, but an earlier piece.  

Robert Breer: Yeah, I saw that at the [inaudible 00:38:15] Museum, there were a bunch of 
those. Of course what he planning with that, we have a-It's a, what do they call 
it? A variable-focus mirror; it means that-Well, what he did in those pieces was 
change the focus of the curve so that he could flip you as you stood in front of 
it into an upside down image of yourself which becomes your real image as 
opposed to a virtual image. They were activated by some big speakers behind 
that oscillated the things just enough to make that change.  

Speaker 3: The one I saw was a, just constant, just weighted on its own.  

Robert Breer: That's probably, yeah, the [inaudible 00:38:57] another variation [inaudible 
00:38:59]. 

Speaker 3: [Inaudible 00:39:03]. 

Sally Dixon: [Inaudible 00:39:06]. 

Speaker 3: All this sounds very experimental. How do you make your livelihood if you don't 
mind? 
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Robert Breer: Oh, well, this is paid for, this whole process.  

Speaker 3: I mean your films of course.  

Robert Breer: Obviously, there quite a bit traffic in films these days. 

Speaker 3: Are you selling them to galleries? 

Robert Breer: Yeah, they're rented and I have three distributors. There's a quite a big 
audience for this type of thing that you're- 

Speaker 3: Maybe talking about selling them, film clips, to collectors. Like [inaudible 
00:39:53] which is here sometime ago, showed something called Best Put .Do 
you know it? Which is a picture, a drawing that erased as you watch it as 
though; I think two seconds or something like now. You don't see the 
handwriting it's just [crosstalk 00:40:10]- 

Robert Breer: Oh, I see. 

Speaker 3: Completely with [inaudible 00:40:11] I'm anxious to view it. 

Robert Breer: I know [inaudible 00:40:13]. 

Speaker 3: Anyway it's an art film.  

Robert Breer: There's a lot of- 

Speaker 3: Will you continue to work in that sort of [crosstalk 00:40:24]- 

Robert Breer: I own a gallery in New York and I have a split life; it's half sculptor and half film 
[crosstalk 00:40:32]- 

Speaker 3: Are you still opening [inaudible 00:40:33]? 

Robert Breer: Yeah, we are. 

 Covering  Germany [mutters 00:40:39] and that's it as far as that.  

Male: I did hear that you and someone else was [inaudible 00:40:58] did you work 
with [inaudible 00:40:57]? 

Robert Breer: Oh, I may have [inaudible 00:41:00] scopes. Yeah, I don't know if you have me 
confused with somebody else, but I made on my first-more pictures [inaudible 
00:41:09]. 

 Yeah, I may have, I showed my gallery, if ...  
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Sally Dixon: [Inaudible 00:41:18]. 

Male: Music Hope Center, yeah, [inaudible 00:41:21] and this is the earlier show 
and this is the musical here.  If any others are in here, let me know, but I 
made a whole pile of them.  

 These are plastic cards and you turn the crank and they flip. You know it's not 
going to [inaudible 00:41:43] things and I may [inaudible 00:41:44]; certainly 
any of those in Paris. That was the way to get all the films to do a concrete 
object. Of course, [inaudible 00:41:52] turn to a very [inaudible 00:41:54] 
and the way, I suppose now is draw all your pictures on cards and you flip 
them to see [inaudible 00:42:03]. I only film it one at a time so it's a positive 
[inaudible 00:42:07]. I know he's got four films. Where did you see him 
[inaudible 00:42:11]? 

Speaker 3: The [inaudible 00:42:16]. 

Robert Breer: Yeah. 

Speaker 3: There was a- I read that a while back and I was pretty sure that it mentioned 
that. 

Robert Breer: Uh-huh (affirmative), yeah. 

Speaker 3: [Inaudible 00:42:29] brought his toys. The way that he's in the [inaudible 
00:42:33]. 

Robert Breer: That's from [inaudible 00:42:36], that's an old film on the first one. That's just 
this guy on the phone. It's mainly, I was [inaudible 00:42:44] to know; the 
lines keep change all the time. It's not an abrupt change, but a flowing kind of 
change. I'm going to show that film tonight. [Inaudible 00:42:54]. 

Bob Haller: Does this go back 13 years? 

Robert Breer: Yeah.  [Inaudible 00:43:03] pure joy. What else do you have there? 

Speaker 3: Probably. What's this? Oh, I see this is the [inaudible 00:43:16]. 

Sally Dixon: Yeah, a little program guide. 

Robert Breer: I know that more folks that are listed here, but some of them, a lot of them 30 
seconds longer. I started growing a political cartoon for a television, for PBL 
last year in amidst of a lot of other things and I guess, do you know about 
PBL? 

Speaker 3: Oh, yes, Mm-hmm (affirmative).  
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Robert Breer: They [inaudible 00:43:42] and the session that I was working with was wiped 
out after the first two or three broadcasts all along with all of the [inaudible 
00:43:48] current to and I brought one of those along. Then using this 
technique is a throwback for me but it's interesting to say something specific 
and that's my problem, I guess. I'm torn when you use the film; used film is so 
much you can't say with cartoons [mutters 00:44:07]. I really deeply favor 
pure abstraction right now, but a political cartoon seemed fresh enough and 
PBL is bold enough to do things that really turn me on, so I did a few of them 
for them; one, which got aired and [inaudible 00:44:27]. It's still a nice idea. I 
should pursue, I guess, today. 

 They don't know about me. Standing in the way of kids cartoons and what kind 
of an adult play, what cartoon, but not what they call “cartoon music”, 
newspaper cartoon techniques. 

Speaker 4: Now that you're back what are you specifically doing at the moment when you- 

Robert Breer: Looking at my nails most of the time. I'm just starting a film which that's what 
that involved while I'm sitting around doing nothing. In short spurts of work 
and I'm trying to settle a little business right now in Pensacola and it's 
incredible the amount of business experience. Answering the phone, talking to 
Sally Dixon.  

Speaker 4: Do you live in New York City? 

  

Robert Breer: No, outside the city  [inaudible 00:45:31]. In a house - last little bit country left 
out there.  Trees, and birds, and frogs, and ducks, and [inaudible 00:45:45], 
children. 

Speaker 4: [Inaudible 00:45:53] find specific influences in your film work?  

Robert Breer: In my films? 

Speaker 4: Yeah. 

Robert Breer: I think they come out of, straight out of the line from the experimental forms 
and start up [inaudible 00:46:04] 1920. [Inaudible 00:46:06] other artists 
that have made films to show and so forth. Those are the ones that turn me 
on and how much influence, I don't know, I just influence them from time to 
time. The breakthrough for me was discovering this entity, this single frame, 
and that was like a huge discovery, made everything possible for me. I thought 
I was doing something no one would know it also made sense for me. It was a 
violation of film and the lense.  
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 Anything, a feeling was if I violated it was a way of ... I don't know, it was the 
same approach to filming that I used in painting or that one does, I guess, to 
guard the [inaudible 00:46:49] what it was to find out what a conventional 
was by breaking them, in whichever way possible. That's what I just made a 
experiment using single different frames one after another and it's so exciting 
for me it's carried me ever since. What else could I tell you? 

Speaker 3: [Inaudible 00:47:17]. 

Robert Breer: Who do you write for? 

Speaker 3: Pittsburgh Post Gazette. 

Robert Breer: Uh-huh (affirmative). What are you working on? 

Speaker 4: The Pittsburgh Point. 

Robert Breer: OK. 

Sally Dixon: Daily, weekly. 

Robert Breer: I see. 

Speaker 4: I have something I want to ask you. What do you think of the film meetings 
[inaudible 00:47:41]? 

Speaker 3: That's before I came in. 

Robert Breer: True. I don't know.  

Sally Dixon: Do you want an [inaudible 00:47:52]? 

Male: No, [inaudible 00:47:56]. [Crosstalk 00:48:00]. 

Sally Dixon: [Inaudible 00:48:03] get the tickets [inaudible 00:48:03]. 

Male: I have my [crosstalk 00:48:04]- 

Sally Dixon: John, did you get tickets? 

John: Yeah. 

Sally Dixon: [Crosstalk 00:48:11]?   

Male: [Inaudible 00:48:10]. 
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Sally Dixon I gave you with her? 

Male: Yeah. 

Sally Dixon: She gave me the one of [crosstalk 00:48:14]. 

Male: One for us to use [inaudible 00:48:15]. 

Sally Dixon: OK, what do you want? 

Male: [Inaudible 00:48:19] and three quarter or something like that. 

Sally Dixon: Have you any [crosstalk 00:48:22]. 

Robert Breer: Pictures of me? 

Speaker 2: Yeah, the only one that we had of you [crosstalk 00:48:26]- 

Speaker 2: [Inaudible 00:48:25] all our machines is [crosstalk 00:48:27] looking down to 
big [inaudible 00:48:28] yeah, [crosstalk 00:48:30]- 

Robert Breer: [Crosstalk 00:48:30] like this, or even, I've had a [inaudible 00:48:33] clear 
picture of my face, so I don't think I have any stills with me. 

Sally Dixon [Crosstalk 00:48:38] to run me tonight? 

Male: Yeah, I do need it. 

Sally Dixon: You need it now? 

Male: I need it [inaudible 00:48:41]. Besides I couldn't use this anyway.  

Robert Breer: Here's what [crosstalk 00:48:45]. 

Sally Dixon: Something monstrous? 

Female: Yeah. [Crosstalk 00:48:52]. 

Male: It's a little too dark, see?  

Male: Yeah. 

Male: I couldn't bring it up even if I blew it up [inaudible 00:48:58]. 

Female: [Inaudible 00:48:59]. You do have a whole sweater. Oh, the one thick one.  
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Sa;;y Dixon: He said it was freezing, [inaudible 00:49:06] everyday and we're [inaudible 
00:49:07] now heating the ... I look at these little kids with jackets and their 
legs hanging out.  

Female: [Inaudible 00:49:16] 

Sally Dixon: This is nice though, yeah, that's a good picture. 

Female: I wish it wasn't [inaudible 00:49:22]. 

Sally Dixon: It could be you [inaudible 00:49:24] the time, too. 

Female: [Crosstalk 00:49:25]. 

Male: What's wrong with the one [inaudible 00:49:29]. You're not that kind of 
[inaudible 00:49:31] not good for printing [inaudible 00:49:32]. 

Male: Well, it's a possibility but [crosstalk 00:49:35] dark, it wouldn't come out even 
if you blew it up. 

Robert Breer: Didn't I give you one, Sally, of me and [inaudible name 00:49:43] kneeling 
with- 

Sally Dixon: That's what he's got. 

Robert Breer: Oh, that's fuzzy is it? 

Male: That one? 

Female: There are two. 

Robert Breer: Here's one of me between two floats when I was a kid. 

Sally Dixon: When it was still [inaudible 00:49:53]. 

Male: [Crosstalk 00:49:55]. 

Sally Dixon: Yeah, but we [crosstalk 00:49:59]. 

Robert Breer: Raushenberg- 

Sally Dixon: Yeah, he's got that. 

Female: The other one was his [crosstalk 00:50:03]. 

Robert Breer: Lied to you as what happening, that's why they call it [inaudible 00:50:05]. 
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Sally Dixon: He's got that in a frame. 

Female: [Crosstalk 00:50:13]. 

Sally Dixon: Did you look? 

Robert Breer: Steve [inaudible 00:50:15]. 

Female: I know that we didn't have that [inaudible 00:50:17]. 

Robert Breer: Yeah, that was a [crosstalk 00:50:20]. Now he did it and made it a film and 
did it on television and he had his phone, it was called Annoy You and  they 
just [inaudible 00:50:29]. I don't know if I want more of me pictures. 

Sally Dixon: This is [inaudible 00:50:31]. 

Female: [Inaudible 00:50:31]. 

Sally Dixon: They're all this first. 

Robert Breer: Inside [inaudible 00:50:41]. 

Sally Dixon: [Inaudible 00:50:47]. 

Robert Breer: These are [inaudible 00:50:51]. 

Sally Dixon: The different faces of the whole [crosstalk 00:50:56]. 

Robert Breer: Phrase for [crosstalk 00:50:58]. 

Sally Dixon: In the day we get the little [inaudible 00:50:59]. The night is very hazy and the 
moon is –[end of recording 00:51:04] 
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