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Robert Whitman in the 21st Century

. A Conversation between Robert Whitman and Bettina Funcke .

Robert Whitman's reputation rests on his contributions presenting television works on New York public-access

Robert Whitman talking to Local Reporters at Northampton Crossings, Easton,
Pennsylvania, venue of Local Report 2005 / Courtesy of Robert Whitman
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EHE 3|EM2 o|&7150| 2Yst= MSIES| AR S|EH2 E.A.T.2t 2 Z[HEE 7|22 7|HIe 2 &t to the field of performance in a 1960s underground television. In 1972, he produced a radio work called
ol 2712 Ao = HAME 1960WL] A3l E = 71X hE x| Z2HE (0{210|Q} 7S L|H|0]Ma} milieu made up of small, sometimes make-shift, News, hosted by the radio station WBAI in New York, in
HEHA Sofoj| 7|03t HO = Xt etai x| olct. AZof A QRAVE AISHSICE, 0| TEHMESS o|nLo|Lt dO\.NntOWH Manhattan art slf)af:es, ofte¥1 run by the which listfeners called the station f.rom public phones
artists themselves. When his interest in theater works and described what they were seeing. The cacophony
et 2| EHO 2al2 MSHHO0| L SHdX QI AL, QIE{S! LD} 2ol 02 S FEf| MOl A2t as a way to share rituals of experiencing mythical of personal and occasionally poetic descriptions of
ojo|x|e] A|ZHH HES S/sh= HE2E 0|0{X T, & & ULl AREE sitfo|sae] ZEA ZHio] 7|2t or dreamlike fantastic events and images crossed public space constituted the entire radio program.
lE7IS0| M2 7|&0] M2t 71312 MZ5tDX} «SEI|0}e} H|F: 1871~1981»0f|A] O|20{ X! (EAl2IA paths with Billy Kluiver's wish to provide artists with In 2002, the International Film Festival in Leeds invited
SHTH W] S2|BS DI A S5 SQ10] EFESH & Q&Ar= X M|7|210] |2Holl tHaH Of 3t Azte 5tm acces.s to new techrllology a particular method of the fxrtis.t to restage the project with thirty cell phones,
9IoICt. 1966, ZEHX} 22{H9} THE LE SIS0 QI=X| EAIGHS TEMEQC), BEUMNSS AESE Lo working collaboratn.lely cam?‘ about. In 1966, E.A.T. c.alhng it Nefzvs Report. In 20(-)5, two years before the
M =romaET == == M=al == =EaEaTrEERRTE =sEE Ty was founded by engineers Kliiver and Fred Waldhauer first generation I-phone, Whitman sent people out to
Ols7t S|EHN ZHE 2t2MHI= E.A.T.E S3, oiOtCHd=ofl M Z! A S 0M 2F 1014 together with the artists Robert Rauschenberg and gather video footage and spoken word commentary
ZAMeiCt, SIEH2 H HZEE.A.T.2| &350 £06{sIHAM o1 19814 ojzlofl L5 2=st HS IS & UL, Whitman. Whitman's engagement with E.A.T. projects for his first Local Report staged in different places
XIH M SHA| GSAME UM AES 2 £ Q= EBRE0| C}2 EMAZ M|X|H, 2t EMA SHEX}7} over the next several years triggered a body of his in the greater New York area. Another iteration of
xt=2 orsoirt. Of 2 =M71a EFO[L S1X| A} w?rk- that can be seen as an early atte-mpt, rare even Local Repo-rt as international video cel_l phc?ne piece
within the advanced art world of the time, to enter and took place in 2012 (sponsored by Creative Time and

ojzHel ArsI® 2AIS A 2oiF= A CIAl CI2 S420 use the spaces of media and to speculate how nascent g presented at Eyebeam, New York). Whitman's recent
J= 2F40E MEE QIE{Wa} A Al ojzHofl cHSt MA|R12] A| telecommunications technology adumbrated forms £ theater performances, combining performers, projected
AlE|xo 2 2 gsts HE xl2kx 2 «ojz2lo|} HZ2L|AH 0] of social relations in the future. He intuited wireless images, and communication elements, such as
olsHstm UAUT 2o O|2I0|=SS MO S HIEHE X! internet and social media around 40 years before they Passport (2011) or Side Effects (2016), and Local Report

oo sict. o] m2 =0 ol would become the reality-shaping force they are today. Paris: A Walk in the City, performed in Paris last fall,

~= e S Whitman realized two large-scale local works with contain communication elements that feel inspired by

0{2l0|=1} 0JOF7|E LIE = U7 5l= ERHER, E.A.T. based on cutting-edge technology: Children

stuLt E&tAMoj| S4lo] 7158 SUE AlskE AlY and Communication (1970) and Telex: Q & A (1971),

ZEMHEO| atZ FUCl. WAL WA HMZ7|, HX} IS both of which can be seen as predecessors of future

modes of communication like e-mail and the Internet

Robert Whitman at phone bank during cell phone performance of
News Report in Leeds, England, 2002 / Courtesy of Robert Wh

%
=l o N chat rooms. Telex: Q&A, one section of Pontus Hultén's
HAZEIACE. of Wl 7kx] ZHlo| A=shAl B2 + U= exhibition Utopia and Visions: 1871-1981 at the .
EtAS XMSl= 20| | S3HCt. Moderna Museet in Stockholm, aimed at surveying =
1970ULH X S|IEHS 20| TV iU E5i what people worldwide were thinking about the |
GIS7}7F XIAlQ] THES A O E LYK & QU7 iC}. tuture. Visitors could ask questions about ten years i
C Lo A ._ = in the future, that is in 1981, at telex work stations set . .%’i
197240I= 82| 2ir|2 $E= WBAIOIM drLo2hs up in New York, Tokyo, Ahmadabad, and Stockholm. ot e, B
giCje Z2HEE XM =0, HF X7t SSHEIE These questions were shared with the other venues, QG 0= e éz
HE2S10f| 21X MSIE ZOo| X[Ao| B U= HE then staff at each location sought expert answers or ?,——:;::
BAFSH= HrAlO|QICE. OfIFE JHQI0] LH= AS0|Lt local opinions and would in turn share these replies -
TIIA0 3 A|ROl BAKSE QUL 0|S 20024 V\{lt.h each station, collaboratively developing a global a T
_ i _ ) vision of a future. N e 1
2|= ZHIS2He| LY E FLiT2t 30CHS 0IE3 For Children and Communication, Whitman Q ERRC :
. ' g P
rA HDdalE OS2 R g EREHMEE | HSUCE. constructed low-ceilinged tent-like environments, ] 3
S|EME Ik 0}0|Z 0| EA|E|7] 2 %01 20054, meant primarily for children, in two boroughs of TI éﬁ
AIRIE0| F20AM s HIC|2 S4n S S 52 New York City. They functioned as pilot projects I =
AXIEI0] B (K|S H A TRMES XISSC), E ChE to potentially introduce such spaces into schools ;_l =
= it = ch ol =
THSIOI R KA Bk ZRYUEES AU £ ol or cultural centers, so that children could speak to T 2
X9 BEa A= 2012E0] TISE 2H[XHQ SIHE G E_‘I_ each other beyond their immediate neighborhood. B u =
- i . . . . o] o
XIZEo 2, 32|0|0|E|E E}2le] SRS Ho} F£ ofo|il | They were interconnected via facsimile machines, Rl g
MIE{OlM AZHEIACE ZIEHO| 2|2 AT mEHAE ﬁ telexes, telephones, and something called the electro- gt I} £
writer, each offering a different way to communicate. X = <
<0f2(2011)0|L}t £ 2t2>(2016) S} Z0| HEM, o - gac ¥ e con == =
_ — The intimacy of the setting was essential in all four Kl = =
Z2YME o|u|x, SN YRS HOFC x| BN T tochnologies T = 5
- 5 ; i
mta|, EAllAML] 4k2(2017) HA| $M X|H HDAD N In the early 1970s, Whitman assisted artists in B0 2



Audience at Eyebeam, New York, watching projected videos sent from reporters around
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ZZHEM FLUS 2 st EM QAE © ULt 2F T2 W'S 0|BUC TFSEX} H| I - AMRESHO| 7} 3 Local Reports as well. authorship, in the move of farming out its content to
S|EMO| £7| EAl ZTRHELS 1990 LY ZHioj| olOICIHIEO| E.A.T.2 &30 1T M ES E5 wast N Whitman's early telecommunications projects multiple people. This was fine, since his real goal
lojLt S5} HISIE C}OSH HIAIO S G Z4SHC}. THA| DS T2 Jjue QML EA.T.E OIS X|™ foresaw, in vanous- ways, t_he cultural shifts tha-t were was to pu_sh the art into the social” — an ?tttltude that
OlE{4IT} O[S, SCHTSH OIARIE HAX| M2, AIX|o] oo 1/291%] HIC|2 SHHI= ALR3H0f, 2|=0i0] ‘A2t to take place only in the mid-1990s, as the growing makes Whitman a very contemporary artist of the 21st
2IE{A 2, FHCE, == o= T =X <flE Moo, F=u - popularity of the Internet and e-mail, mobile phones century.
é 2|H2|E| TV &L} 71et A4 Sofl st 217]71 ZOoFX|HAM ¢ LE'2lD B2 A4S MEEE oD, 0|8 and instant messaging, and even television reality
= 235171 FHME|7| A|RHET, 0|25t A2 st AM nS Hh&o| 7|Hto 2 AlR3HC}, 112|510 0] =2 shows or virtual reality online, began shaping our
S o i i . . . . .
= DICloj2t QIE{0| 741 Elat Shml wh2 7| SHAtEICt, 19754 214 50| ‘670 Fo| o 2,400742] OIE..., Cult“felfa tendfnCYd‘hat contines apace with *°d“Y;’ Bet“ni Funcke ' Willyou goto Seoul forthe
- == - - , ower of social media and the Internet more generally. erformance?
S 3=l oidt JHx 2 TRUE 3 SiLiE 241 Jd2|3 Aol S 40| CHE okl SIS o P . nored Y P
~ One of the largest projects that Whitman was
3|0 Al I = 3 o =3
% ohnEts|o| WAl DjHE|22 R, S HUXIEM E 8 5002 Feof 217271 110 1,200A1Zte] Z2IMS involved in was the Pepsi Pavilion at Expo70 in Osaka,  Robert Whitman  Yeah, [ have to.
»% SHAMXOl 2|X|E EUE Z2HEQICE H|E 0| Z2MEE= A3, 142 H=o| of 60Tt 72| Of S0l &4 Japan, for which he was once more a key collaborator.
S st F2oll, 30|, 7|1YH S RS2 0|R0{ ! MAZ{QI = AULL. olofl A= MiA| 2| =2 2{HE ALESIo Although the context was a world's fair — namely, Bettina Funcke Is it related to Local Report?
£ US| WZOR WX, E.A.T.E B JsHel0] ARUS0IA KB TV T2IUS XY S41H Lizbt B o e o Eobert Whitman  Yoah. It turme ot oo alvan d
5 _ _ N _ .A.T. attempted to appeal not to the mass, but to eac ober itman eah. It turns out I've always done
% SOIE =2 & AUSE HUE S2AUCH sl It individual visitor, counteracting the authoritarian my best with somebody local involved in a piece.
5 EPIFLIH ZAoll tiakst HolUACEH. A THH2|20] FIEMZ 0| QIE{FOIM AlEFSIO|2] E0{7} experience of the fair by encouraging participation. Even in pieces from the 1960s [ knew to reference the
,5 OIXFSH Z2ZHS X2 2k 27m o] Eet= F 22| HLHS ASIXIEM 2 AEE ¢ QUH RIFEE st Entering the Pepsi Pavilion, visitors were confronted environment of a piece. When I went to Stockholm
g oplat H2at 37702 AL, TRIUES AL} X2 HIZ420|QICT LS S|EHES CIE ARHIA| ;mth a ;vondrous 1phenca1 Mylar r;{urror, s?imeﬂmnety . 1; 1987, i;r exctmplle, I vsvas ;Eriful to sll';oot things 1nS
_ - oy eet in diameter, thirty-seven speakers, and a floor wit the city that people in Stockholm would recognize. So
S 22 32 0pEsH BT ALXol HIZBE SEMeR gl 7AS UIIHN HIE 2HE Qs 21Ul . ! P . Yo beop e tn - g
= . ~ _ o _ imbedded pre-programmed sounds one could listen Local Report is something natural to do. Since then
?. ME2ES S8 5 AUUCH AEHO| ALY S Lol St HEXZM B2 FE28 ZIIsH0F AXIY, o= 27t E|X| to on the provided headsets, basically a theater work I've used people in streets with cell phones, picking up
Q = = — ’ (=3 = = - - - - : = - ’ - - H H H
DGZ; A= zHES Lo 22 Mo|ALct. orQtch, SIEMHO| XIMSE SR E =2 AlSIQt 2SI Whitman had slipped into this vastly public setting. images. It's more fun if you do it live because the risk is
B St AH'0|247] Wi2o|ct, & 21M17]2] S QI It is in the Anand Project, however, that we can there. You don't know what you're going to get. But I've
% 2712 OHSO{= HFE 1 EYE o|c}. most clectrl.y trace Whitman's concerns.. In t%le late found out that risk is there even if Y?u don't do it live
k) 1960s, media was not a commonplace in Asia, and and you send random people to get images.
3% g most of the continent'’s rural population remained
E P virtually excluded from mass communication. The
= HE|L} 3 HEMHAE 2|5 A{=S0f 7IAILIR? U.S." decision to place a telecommunications satellite
over India was thus freighted with immense potential,
Ho _ as the unit could theoretically reach hundreds of
= 2HE SEH U Jjo}E. _ - T
5l thousands of villages. Vikram Sarabhai, a scientist
.m|o—||. who worked on cosmic ray research and headed up
| HIE|IL} H3 X9 BEoAp Z2HEQ} EHH QULIQ? India’s Atomic Space Program, had invited the group in

1969 to come to Ahmedabad and develop educational

SHE SEH  90}Q. 13T HEH M= programming for the U.S. satellite. E.A.T.'s proposal

S =22, 1960ULHe| ZENME
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was to use 1/2 inch video equipment to allow local
residents in target villages to make what Whitman

b

mo Jm rE M
Mo
]
jo
Poster for Local Report 2005 / Courtesy

of Robert Whitman / © Robert
Whitman / Design by Robert Whitman

Enstnx} sHELICH ol 19874 WIS called “visual research notes” that could be used as
I, AEEE AIZHS0| 20olE £ U= HE £HSH= Ol the basis for the educational broadcast. The program

was put into effect in 1975 when the satellite began

USYAASR. oiN| BE K| B XIAAEA
AEIEIQIE 7ZE. TMEE X RS0 SHECS transmitting to “some 2,400 villages in six.stcttes.... . %I liil-f
s = Y = Alnoto [and rebroadcast] .to anot}}’er set o-f approx-lmctte.IY. the T W o
9'% 2 o[0IXIE +TMSLICE O[OIXIE HAIZI22 same number of villages.” An estimated five million Ifl-l ;J w
30 2ZI51H o xiojYo{ 2. ofH o|0|X|E A EX| REX. people viewed 1,200 hours of programming in one year, 3 1] ﬁ
%E AlA|Z10] OIL| G2t SXI2|2 o]|0|X|E Yo d ofAtx| and the satellite had the potential to reach all of the 2 ll:'i 9
H 23t QA7 Y28, country’s approximately 600,000 villages. India was the '-I'_<-'I ﬁ RO
_ _ _ first country in the world to use satellites to transmit o=
SHRIEE SIS HO] ZEAT 7HE £l LIEHLL= ol educational television programming directly to its ar 9.; Ef
IES OfHE TRHEaLT & & UCH 1960 WEILL®HI O ojnjxis BEY 4 YsHE #y Ul citizens. Tow
2 ofA|OLOIIA DlCjoj= HESSHR| ftn, =017 T EISIX| Qo AlCH= W& 0|A7IR? I:;‘i Last month, when [ interviewed Whitman for this
2SS IjAHS M517| E1S2ct. ujatr o]=20| olso| E:) essay, he speculated that Sarabhai's invitation had Bettina Funcke And then you have time to edit but you
S4 SIME WIRIEHIZ # ZHS AL ANUS I RWEFISW WS shx| YALICH I OlDIXZE S0 g ﬁf::c‘fzn‘:fsfzz‘fgz i‘;}; 31:2;‘;‘3‘:‘:23;°;r;2;h have no control over what you're getting?
EIACH O|EXo R +M, o3 OhS0l ZE=E + AU HE 2S 20lZ. % forward way. Whitman's central role as producer was Robert Whitman I don't do the editing, I just say, put
M20|UCt. 1969 2FM A} Qo] “UX|= HIE|L} E3 JEER. ~ counteracted by the project’s challenge to traditional them together the way they come in.
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=0 O|Xl= CIE Zap7} LIS Aol 20|Q. O 20| o AH7Io EH=X] 2ojAxoz Bettina Funcke Ok. France I wanted to find places that were recognizable.
= = _— = = . : 22
orory| 20| =SS uokS L}, &2 o “ i i o i X i i o X .
27| HE2A SHE BASLICH S EXHOKE 2, Robert Whitman  Idid a similar piece in Paris, Local Bettina Funcke Parisian, like what you said about
HIE|ILL E3 Stor2. X7HE2 Chyst Li2te] At ojzi"ol2tx M=, 114 Hol SE2Z THI7 ALTAH Report Paris A Walk in Town (2017). The images came Stockholm.
CIE A2 23t 0|0IX|E HLH7 §oi. ALl CHEtW, A EELICE 0|2 HElo| EX =HES 0S| HS&L|Ct. in and someone put them together. Robert Whitman  Yeah.
p g
ol& SZtollM ZO|E. Ol RUIME 7SS AR ZU02. 0 AT URE HE. SIX|U 0| FTEX| LofxtE
- Bettina Funcke That's interesting. [ watched the 2012 Bettina Funcke: So the locals can connect, they're familiar
0|0 X|= Z2AL 52, S5 X2 2x|=Ql x|=Ho 72t MZESHX] 2&LIc Mot 2 £ U= HE. XL '
' II }IOI ] |'°| }I-TE' 11-: 1 I-I.I "7;_;'. I;‘ 1ol 1.,{: c;; |-7-I::lu| ' ==Te Local Report video online and thought about how we with what they see. That perception might change
oiL|2t F&, OfAlO}, O] E A HAE. HEYS AESH AYL|Ct,
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live in a digital Stone Age. Everything is crude, full

of mistakes and, in the end, we barely know what to

do with all this stuff. We're walking around in the
dark. Local Report's audio distortions and pixelated
images are what our time is about. We can do
incredible things, but we're also incredibly dumb with
digital technology. I assumed you highlighted these
distortions intentionally but now you're telling me this
is how it came in. It's simply a record of our time: this is
what we transmit.

Robert Whitman  Right. And the technology keeps

when you see the works online and they become part of
the global flow of images.

Robert Whitman  In those days I had the luxury of
being able to do a piece that reflected my experience
in a certain place. The first day I was in Stockholm I
walked on a central street — Stockholm is a fabulous
city to walk around in — and [ saw a bunch of flowers
on the ground. I was kind of shocked because I knew
why they were there, not consciously, but when [ saw
them I said, Oh Jesus. They were on the site where
Olof Palme had been assassinated the year before. So

[

E x&let = changing. A few years ago, people went out and did that triggered the particular piece. I had a reference E

HE|L} ®3 O3 g X AIRIS2 O{ElX| HIZ F EHIHE! Hol2. OFF ™ 20|7] 20| X 2] A&l ojg| exactly the same thing and now it will be different point. But I don't think anybody would necessarily §
UAZQ. X}AO| £ HY HILZIR. Raj0lo st=S ota| 71 MX|0|A] AT} ETE MESIER SH= O] because the technology is different. understand that. Just me. It was something that [ use. %

o OJAlQ| HEF A Ol ase ™ o LIS 74 ZFA LI ol g|&3z} 2} o oo N

2 elhol He £ 02, 25 T MA ofoix| tS R ZSLICH ME0| AS DS 2Rl E52 &l Bettina Funcke Yeah. You had people in different Bettina Funcke When you said, “I want something 2
S89 AR El= HA= 2otoIA =, :HT‘I_ countries send images from different places and recognizable,” it made me even think of your work =

wl cultures, everyday urban or university settings, an art Shower from 1964 — 50 years ago! We all know this; it's g

EHE S|EH  ghA|o= EX xHA0f S M| HES HIE|L} 3 S X|of| 2AIXIZF QUCIL] CHHO|Y| L. AA|ZH ﬁ space. It felt like it could be anywhere. It didn't look a familiar image. And once again, for your new piece £
QL2 uelso] RHES OIS A Qe SALE =aLc). XHZo|  EIG TRUMM HAOE H(LIQ? a specifically like France, New York, or New Jersey, more for Seoul, you are thinking about including something =

_ o _ — like Europe, Asia, and the U.S.. familiar but this time from afar. -
AEEELS M5 OFF B2 DAL, R = g
ASEE0NM SHIIE AHECHI vl EQl ZOiUS EHE 3|EH O3 A Zol. £ Blof g A ZELICE. & Robert Whitman  Still, when I did the last piece in Robert Whitman  Yes, the piece in Korea.... I will 2
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Bettina Funcke

Bettina Funcke

Bettina Funcke

Bettina Funcke

Bettina Funcke

Bettina Funcke

Bettina Funcke

definitely include images of the city. I know how. But
it's going to be complicated. It's so far away so it's
easier if I make plans, descriptions of what I want so
that they can make costumes and props there. And I'll
get some help because the gallery has somebody in
Seoul.

A local agent is good. Is it going to be
a live piece, which then remains as a projection?

Robert Whitman I think so. We will see.

I watched the conversation you
had with Hans Ulrich Obrist about technology and
conservation in Art Basel Miami Beach.

Robert Whitman  Oh, really?

It's online....

Robert Whitman  Oh my god.

I know. You recalled that E.A.T. was a
name the lawyers came up with, which I thought was
great: just name it what it is.

Robert Whitman Random.

Now it's a famous historical reference
point.

Robert Whitman  Why it's wrong, and leads to

misunderstanding, is the word experiment. Artists
don't show their experiments. They show the work
that's finished. In fact, they work on stuff, they don't
even do experiments, they just keep working. And
something comes out.

You just do it and continue doing it.
Experiment is more of a science term.

Robert Whitman  Yes, it's definitely a science term.

Not even an engineering term. Those are the guys

who do experiments to find out something. Even if an
experiment doesn't do as predicted, they still found out
it doesn't work. That's what's fun.

But that's foreign to art.

Robert Whitman  No matter what you do, you'll never
be able to escape your vocabulary. Even if you do
something that looks different, it's still going to be
the same thing, part of your vocabulary. E.A.T. was
very useful as an idea when it happened. I was most
interested in the part that didn't have anything to do
with any relationship between an artist and engineer
but with taking advantage of an artist’s brain for other
purposes in society. Sometimes artists will look at
something and think a peculiar thought about it and
it might be relevant to solving another problem. That
was my kind of interest, which, as you see, has nothing
to do with technology.

Bettina Funcke Still, it led to your communication
projects. There are two sides: artists who can pick the
brains of engineers to figure out how they can bring
an engineer’s idea into their work and the other, more
radical way is what you're talking about.

Robert Whitman  This is a problem for conservation
now. Super dyed-in-the-wool conservators want to
figure out how they can conserve a material essence of
the work, so they're interested in oil paint, what kind
of chemicals, all this stuff. I'm interested in conserving
the image and I don't care how it's made. This gets
hilarious. Not hilarious at all, but, for example, Dia Art
Foundation loaned the laser piece and it was shown
improperly, so the image was practically invisible. I
called the conservator at Dia Art Foundation and said,
listen, it's easy because lasers now are super cheap,
you can get a stronger laser and it might show up
better because it's not working. And she said, "well,
then it wouldn't be original!” And my mind is going:
but you don't have the original, you'd be shocked to
see the original! The original was a big, clunky laser
about this long, and some hardware that was noisy, it
was a tape recorder motor that drove the mirror, it was
a huge thing. And instead they had this tiny thing,
beautiful....

Bettina Funcke ...and silent.

Robert Whitman  And quiet, yeah, and that's what they
think is original. Or the registrar thinks it's original.
But it isn't original. The ones Pace Gallery has have
a beefed-up laser according to my directions; just
so they're not lethal, which is another part of the
technology these days that I didn't know about. There

HE £ = ZHS Y OIME 7Y + A0 L. :HT‘I_ Robert Whitman [ think it is. An artist might fool are no regulations whatsoever regarding the use of
& 0| oftix|of st 0| | around. Well, I don't know what young artists do so I lasers. You can buy a laser on the internet that would
X BES HE. HIE|L} H3 AILS BES £ UARS. E shouldn't say anything, I only know what I do. eat its way right through this wall.
_ ) _ ) _ o Bettina Funcke That's part of why it's not an Bettina Funcke And that means through a person.
EHE I EH S2AES SIE, X1M0| ok= ofFIE HH EHE I EH U, 0 st ZHoL. Ho|H & S % experiment, you don't know what you're doing.
Hold &+ 8i2 7{0|. CI27| Ho|= F£2iJ}E sictn olstx] 2= ol2t FUSHH FHO| AL, QAL BEHSE Robert Whitman  Yeah. They're very dangerous. The
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only regulations have to do with medical use. Laser
surgery and stuff. You think a doctor is going to risk
a lawsuit by doing the thing improperly? I guess
that's why I was on that panel, which had to do with
conservation. It's very strange.
Bettina Funcke These are the frustrating
misunderstandings. But what you talked about earlier
is fascinating: when engineers can capture an artist's
thought and bring it into the social world.

Robert Whitman
boost a certain image and you don't care how, it's just
so you can see it. | worked on some other things with
John Forkner, who rebuilt the laser pieces, and I went
to him and said, “John, I think I saw something, but I
know I didn't see it, but I would like to, can you do it?”

I had wanted to make what's far away be closer than
something that's near. So that plate would seem closer
to you than this glass [holding up glass and platel. He
asked all his science friends, and I said, you can't do it.
And he said, well I know you can do it. The first thing
he did was beautiful; he reinvented something called
the Wheatstone Pseudoscope. Charles Wheatstone
was a 19th century scientist. It worked by reversing the
parallax of your eyes, switching your eyes around. It

Yeah, you can ask an engineer how to

actually worked, but that's a psychological trick, not
a physical thing. If you actually wore this device for a
couple weeks I'm sure your brain would... fix it.

Bettina Funcke Your brain would rewire.

Robert Whitman  Yes, it would do exactly that. So he
went back to the drawing board and came up with
something that worked, but we couldn't do it at the time
because it would've been too expensive. The optics
have to be very precise. We put that one away. I don't
care how you make the image, just make it. Somehow.
He found a way to do it, which is really wonderful.

This reminds me of a discussion with Carol Mancusi-
Ungaro. Do you know who she is?

Bettina Funcke No.

Robert Whitman  She’s the head conservator of the
world. Right now she's at the Whitney Museum. They
got a hold of some Xerox pieces of mine. The funny
thing is, Xerox didn't want them. Xerox has a history
of not wanting stuff that might make them some
real money, you know? Anyway, they were showing
them, so I went to take a look. I spoke to the curator
and Mancusi-Ungaro and said, Xerox didn't want to
have anything to do with these. Try to find out how to
conserve them, it's impossible. Now the ball is in their
court because some of those inks or toners are fugitive.
My idea would be to take a high-resolution digital

photograph and make an iris print of exactly the same
image with archival inks. And that is so against the
ethics of conservation. She convinced me that it's a
definite no-no. (laughs)
Bettina Funcke From office material to high art
photography.
Robert Whitman  Yeah. And the curator was so
surprised that I was using the Xerox machine as a
camera. I just put this junk on top of the screen bed.

Bettina Funcke And around the time you Xeroxed food
is the realization of the fascinating India project, a less
frustrating encounter of art and technology.

Robert Whitman Ok, but that's all covered pretty well
in your article, “Robert Whitman's Telecommunication
Projects,” isn't it?

Bettina Funcke Yeah.

Robert Whitman  What's probably not in there, are
some speculative thoughts that I've had since. Vikram
Sarabhai, who organized all, probably had exactly in
mind what the recommendation was going to be and
how it turned out.

Bettina Funcke Ah, you think he masterminded it all,
he knew what was coming.

Robert Whitman  Yeah. But I think, rather than do it
himself, he probably would like to have it appear
natural. I'm sure it was a politically loaded project.
Anytime anybody does anything that's genuinely
democratic, you're going to get in trouble.

Bettina Funcke He thought he could cover it up as an

art project or exchange.

Robert Whitman  Or just an idea generated by all these
people coming together, somehow.

December 29, 2017
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Guyton, Jacques Ranciére, and Sarah Morris. She
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Graham Harman, Peter Sloterdijk, John Knight,
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appropriation in America, “Be with the Trouble,”
will be published in Die Springerin, April 2018. She
is currently editing MoMA PS1: An Oral History,
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