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Created by Robert Rauschenberg, Patrician Barnacle (Scale) is an assemblage sculpture dated 1981.  In 1981Robert Rauschenberg was 56 years old and had already been exhibiting art work that was attaining international recognition as well as he had been working as a studio artist for over 30 years.  He grew up in Port Arthur Texas with Janis Joplin as a childhood friend.  His first studio was in New York during the 1950’s (Mattison 8). The Portland Art Museum announced the purchase of the sculpture on January 19, 2007 and placed the piece in the Jubitz Center for Modern and Contemporary Art.  The work has had a distinguished exhibition history, until the artist himself played a part in placing the art piece at the Portland Art Museum.   Rauschenberg invited Chief Curator Bruce Guenther to select a work for the Museum donating the proceeds to the capital campaign of Portland’s Blue Sky Gallery. Longtime Museum supporters Carol Hampton and her late husband John Hampton provided the funding to purchase the artwork (Museum Press Release).  The sculpture is nearly 8 ft tall and demands the viewer to activate their aesthetic sensibilities and engage in the structure.
Patrician Barnacle (Scale), like all other Rauschenberg artworks, has a wide range of interpretations of the visual conversations inherent with allegory.  There are no obvious narrative or simple iconographic interpretations. However, there appears to be some thematic conversation about global scope of the energy and decay of modern industry and the relationship between nature and technology. Patrician Barnacle (Scale) is composed of numerous images, a safety light, and a ladder that Rauschenberg recovers and reuses; the invention of photography made this art possible.  Rauschenberg believed in unfettered creativity, the importance of instinctive responses, and the power of the moment (Mattison 1).  Despite the numerous images, the design is not overwhelming.  Upon close examination, the photographic transfers still retain the flatness and depth in which the three-dimensional space of the photographic source is retained.
Patrician Barnacle (Scale) suspends the transferred images within the media of space and time.  The images appear to be selected from a long time period. The interaction of the images apparent on each face does not clearly indicate an effort to create one final image.  However, Rauschenberg perceived what he saw in terms of gestalt shapes and may be employed his creative energy towards creating a gestalt that satisfied his aesthetics.  
Rauschenberg saw the world like the camera; selecting, extracting, and assembling the visual information that was already there (Hirsch 322).   From the beginning of his art career Rauschenberg was influenced by his friend Marcel Duchamp, a seminal figure in the photography world.  Both individuals saw the image as material rather than an image as only that image (Joseph 43).  The images that are transferred onto the surfaces of Patrician Barnacle do not appear in any obvious order, aligning with the artists, who encouraged people to interpret his art as random accumulation of unrelated objects and images.  The inherent characteristic that he sorted the information used within his work makes his mental creative process critical to understanding and interpreting his artwork. He was noted for becoming personal with his art, even finger-painting for days, only wiping his hands on his clothes.  “I couldn’t stand the brush coming between me and the canvas” (Joseph 80).  
From a distance the images and the background merge and the images become cohesive, making a distinction between each individual image impossible.  The separation of figure-ground discrimination is challenging for dyslexic individuals (Stein 18).  The metaphor between the inability to accurately reproduce and things becoming blurred from a distance is one example of Rauschenberg’s is an artistic mastermind that translates the disorganized dyslexic mentality into results that comment on the intricacies of contemporary life.  His work was prescribed by the available images within the median until 1983 when he began taking images himself.  Patrician Barnacle was created in 1981 using all found images and materials from the product and mediated world.  He utilizes objects that singularly would have little to no value and assembles them to force participation in organizing, valuing, and experiencing the compilation of objects into something which retains value.  Patrician Barnacle was created after a decade long hiatus of the photographic transfer method in his work, for which he was famous.  During this time period Rauschenberg returned to painting and became active in dance theater.
Throughout the rest paper the numerals in parenthesis will refer to the numbers localizing areas of rendered drawings that resemble, almost to scale, the Patrician Barnacle (Scale).  Because all four accessible facades of the wedge cannot be seen simultaneously I have decided to present each face individually, in addition to the ladder being a separate facet, and provide a culminating analysis as a conclusion.  In addition, all images discussed as items are assumed to be black and white unless otherwise specified and the “wedge” referenced is accurately described as an acute right triangle positioned with the smallest angle of the triangle touching the ground.
Face one:  This face is most notable to begin the analysis because of the frontal location of the façade when perusing the Portland Art Museum, as well as the only photos available online focus mainly on this façade, probably because of the visual exposure to the ladder.  
The top of face one has a sizeable piece of fabric taking up roughly (~) one fifth of the total surface.  The fabric is primarily an earth tone, nearly pure purple, and has raised textured, resembling fauna, creating a floral scene with two subdued earth tone greens stitched in abstract pattern and white daisy flowers (1).  The fabric used here is the most substantial in presence and thickness of the fabrics on the wedge.  Located below the fabric the photographic material, ultimately located on all four faces of the wedge, appears.  Nearly flush with the edge of the purple fabric a white or clear silk fabric is adhered to the surface and stretches to cover the surface area containing items 2 through 21.  The sheen of the silk provides the images a secondary surface for the image to adhere to during creation and over time.  The antiquity of the piece could be observed by the silks absorption of the images transferred below; it appears as though the silk has absorbed some of the photographic transfers below.  To create the images, Rauschenberg would begin by soaking magazine images in benzene (lighter-fluid)( (Joseph 52) and rubbing them on the back to transfer the image (Joseph 133). This leaves the image to appear more transparent, less defined, and shadowy on the surface which it transferred to.  Whether the absorption and bleeding of the images onto the silk was planned by the artist I am unsure.  Based off looking through number catalogues Rauschenberg I have found no evidence of his using fabric in other compositions until he was able to design clothing for dancers.   
Items 3 and 6 appear to be a singular image, of canyons that resemble a topographic map, sliced in half with two other images squeezed in between each half (4,5).  This is evident because of the gold and white borders framing three sides of items 3 and 6.  The shapes which are chosen to crop the photos before being transferred to the wedge surface deserves some attention.  The two images framed by the split landscape image of canyons both show a horse in front of a building.  Images 4 and 5 appear to have been taken in succession of one another, or at least in the same location (in front of a building) on the same day.  Items 2 and 7 provide a visual paradox compared to the other images in this strata of the composition.  Image 2 is color and shows National Football League (NFL) players scrounging on the ground, one is only left to assume that the ball which they seek is somewhere near the playing field chaos.  Image 7 incites a particular interest for myself.  Highly blurred to the point of no recognition, the picture appears to be a transfer from a historic photograph.  The way the image interacts with the silky fabric makes the image appear to be an off register monochromatic halftone image.
Below items 2-7 is another interesting cropping/design choice.  Item 9, a picture of a horse inside an elegant building with a barrel vaulted ceiling exhibiting frescos.  Upon close examination the photo seems surreal in nature because one doesn’t usually place a horse on the interior of an exquisite building, as well as the two doors located on the side walls are not large enough for the horse to fit through.  Located just below the number 9 is area 13.  Item 13 is a color photo of a bomber plane, this photo exhibiting the greatest color saturation of the photos on this façade.  The plane is not pictured engaging in any warfare at that present second, however the nature and purpose of the plane itself is aggressive.  Rauschenberg has added ~¾ white acrylic circles uniform in shape, tracing the shape of a rectangle, using the outermost boundary of the wing, to dictate the location of the rectangles edges. The plane (13), as well as the horse (9) directly interact with what appear to be clouds (8,10,11,12).  If one stays at a distance an assumes the high contrast of marshmallow texture is clouds, the horse (9), located at the threshold of the top of the ladder if one were ascending the ladder, could be likened to a fantastical or mythical location fixated in clouds.  If one approaches the sculpture it becomes evident that the cloud forms is really steam coming from ships at a shipyard.  It appears as though the Space Needle is in the background indicating that either the ships are in Seattle or the photographic transfers used may appear to be taken from a single image, based on the framing or cropping, but could actually be composites which I have mislabeled as single items.  Items 8-12 are arranged imply an imbedded offset octagonal shape resembling a stop sign.  The significance of this shape can only be arbitrarily valued, but is unique to a four facess of the wedge, and is placed at the top of the ladders ascension path.  Close examination reveals that items 8 and 12 are when aligned are segmented parts of the same image that was used for items 10 and 11. The octagonal shape is Rauschenberg playing with localized juxtaposition and composition to provide insight into the entire composition as a whole commenting on his interpretation of the world expressed through his artwork.
Below the jetfighter is a picture of a bird.  This bird is rounder than most birds and is probably in the puffed out state that birds get when they are cold/threatened.  Upon my first viewing this image appeared totally random and irrelevant to any themes I had been contemplating.  After becoming intimate with this piece the bird is thread linking all four facades of the wedge; each face has one image of something completely organic that resembles something else on that face.  The bird resembles the plane.  Although the horse is an organic form its iconographic presence is more concentrated because of its repeated presence with the surroundings of the horse changing.
The same picture used for item 9 is repeated below for items 15 and 16, however the proportions are different in all three images.  This repetition and proportional exploration is typical of the spontaneous thought process Rauschenberg used when selecting material.  
Item 17 is a panoramic image of beach lined with palms appearing calm because of the defined reflection of the palms on the water.  This image may be from the Vietnam War and the US invasion.  Even if the image is not from the war photos, the social commentary that has become associated with those photos recalls the padded and false reportage to civilians of the condition soldiers were enduring in Vietnam.  This era of photography called for artists to represent what was real by utilizing the increased technology, faster film and lighter cameras, while overcoming the tarnished ability to present truth created by photomontages, political rhetoric, and the controversial government actions of the Kennedy assassination and falsification of images of the Vietnam War (Hirsch 321).  If this image is from the Vietnam War era, Rauschenberg could be recalling the time in photography when viewers began to become responsible for extrapolating the meaning and value within the image.  It was because of hoaxes and the ability to mass produce things that the authenticity of any individual thing became fractured.  Rauschenberg capitalizes on this evolution of society and through the slight changes of what appears to be duplications are actually not duplications.  The coastal image is “repeated” in different proportions for items 24 and 25.   The silky fabric covers the images below the purple fabric, and clouding the purity of the images underneath, ends after a subtle transition introducing acrylic circles painted in parallel lines beginning below the aligned bottom edges of items 15 and 16.  The acrylic circles are painted in a pure red hue, subdued by the silky fabric for the first four rows, but applied above the white surface of the wedge face.  These dots remind me of the register dots used for printing additive color images of professional printing. The circles encounter pure blue hued circles of the same size after a 6 rows of red circles alone.  This leaves two rows of unfettered red circles.  The parallel rows containing both colors of circles continue until the face meets the floor.  The circles never overlap or exist in juxtaposition in exactly the same way as any other two circles, one of each color.
Items 18 through 25 are transferred to the surface below the colored circles.  The hierarchical arrangement of the repeated image used in Items 18-20 deserves special attention. They are unique to the composition as a whole because they are the only obviously reproduced image used multiple times in the same proportions, in the same visual orientation, on the whole sculpture.  Items 18 and 21 if repositioned would make a whole image of the image used for items 19 and 20.  The cropping of the image detaches the horseback riding man from the land it uses for ground leaving the horseback rider landless.  Images of the horse and its jockey or owner are prevalent throughout the entire composition of the wedge.  Below the horses is a vector image of a map, the image is reversed, sea foam green, and uses thick black lines to indicate roads.  There are no other symbols on the map besides roads.   The vector image appears to be the only digital created item on the sculpture are its location near the ground creates an opportunity for interesting dialogue about the piece.
Face 2: 
The top of face two begins with a highly evocative reversed image, an old man walking in front of a building (26), transferred onto yellow floral fabric.  The yellow floral fabric appears to be a direct color compliment of the purple tone used on the face one, however there is no physical texture on the fabric and the flowers are pink and white roses.  The image of the old man has the reversed numerals indicating 1419.  The text appears to be on a plane behind the man and in front of the building exemplifying the idea that a photograph can depict three dimensions on a two dimensional space.
Below the first segment is an area of basic yellow acrylic paint.  Painted on lightly and with the brush strokes still apparent the pure hue is compromised by the darker surface color below, however there is no physical texture because the paint is directly applied to the wooden surface.  Below the area of pure yellow paint is the same yellow floral fabric from above applied on top of what I decipher to be color photo transfers of a floral close-up (27), similar to a view taken by Georgia O’Keefe in her painting series of the red canna.  Below the square floral close-up is an unrecognizable black and white image that extends off the surface of the face in an open composition technique (28).  Just below the bottom edge of item 28 the floral fabric ends with a perfectly straight edge that aligns perpendicular to the edge perpendicular to the floor. Where the yellow floral fabric stops horizontally striped fabric begins.  Beneath the horizontal striped fabric is a picture of people clustering around a luggage carousel probably at an airport (29).  It appears that one man is trying to grab his luggage while the crowd of brandish travelers ignore his needs and stand in his way, resulting in his luggage being just out of reach.  Placed just below that (30) is an image of humans in radioactive suits stirring a very large kettle of what appears to be a muddy (dirt) substance.  Perhaps the volcanic nature of the muddy substance (30) lead to his choice to place a volcanic rock surrounded by ocean below (31).  This juxtaposition is similar to the bird by the plane (13, 14).  Generally volcanic rocks are nesting grounds for birds, and planes are credited with producing astronomical amounts of radioactive waves.  This analysis of the similarities is only one metaphorical connection that can be made comparing these four images.  Beneath the volcanic rock is an image of a ladle full of green peas or lentils.  One generally pictures this large of a ladle, determining the scale by the quantitative amount of green items, being used with a kettle roughly the size as the one above.  The constant play with proportions is part of the dialogue that Rauschenberg had with his art.  Critics have questioned whether Rauschenberg refined his ideas (Mattison 5).  The subtle play between images separately, as a whole, and cross referenced, as discussed throughout this entire paper, is evidence of the concentration of ideas present, at least, in this single sculpture.  Rauschenberg describes his work as “a needed window on the world” (Mattison 4).
The only purely black area on the sculpture is item 33.  Item 33 is probably included because of the challenge that Rauschenberg had with getting black accepted as a color within art.    Item 34 is a colored picture of some type of form.  Below that is area 35 which is simply a white sliver painted with acrylic, probably untreated after the initial preparation of the wooden wedge.  The white area is still completely white despite being in a spot that would be subject to kicking if the sculpture was not as highly valued.
Face 3:
Face three is viewed most like a photograph in its two dimensionality presenting a three dimensional space.  This is because the visible surface from a frontal view of face two is two dimensions, just like a photograph, despite the small sculptural aspect the safety reflector (52).  Playing with the idea with plasticity a right-angled polygon painted in light blue acrylic is painted leaving a slightly awkward, yet complementary, bare space (66).  The ladder being visible from all other vantage points compliments the monochromatic imageless areas because of the ability for the eye to travel past or through the sculpture.  The safety reflector is somehow internally installed because the holes located on the rusted metal piece industrially designed for the screws are unused.
Rauschenberg’s creative process may have been catalyzed by his dyslexia (Mattison 34).  Dyslexia causes an individual to perceive things that are seen backwards.  Many of the images placed within Patrician Barnacle (Scale) are reversed, inverted, or upside-down.   Although his mode of creative reasoning has been described as a deliberately cultivated procedure (Mattison 34), his dyslexic tendencies may have precipitated these design decisions.
 	Rauschenberg is quoted by a dancer friend (Steve Paxton) to have explained his way of seeing as “seeing everything”. Seeing everything in the context of reading, according to Rauschenberg, “is to associate words with words all around them, instead of just the words on the same line…each paragraph becomes a shifting Gestalt” (Mattison 35). He did not want to be “debilitated by the fixation of meaning” (Joseph 147) during his career and discouraged trying to decipher a system within his working style or decision making.  He believed that such investigations would destroy the freshness of his art (Mattison 36). John Stein of Oxford University wrote on the dyslexic condition and described the experience: “Not only does the world seem to move around for many, but objects seem to dilate and shrink” (Stein 18).  This may be a source of Rauschenberg’s interest in proportions.
The upper portion of face 3 is covered in striped fabric (indicated by striped patterning on the drawing), blue stripes alternating in width apart surrounded by a cream color background.  The fabric is a low thread count because when placed over color images (50, 53) the stripes almost disappear into the image.  The fabric usage on face three is composed in a composition similar to the ideas of Mark Rothko.  Images 50 and 53 are slightly blurred by the fabric but clearly show a group of black men ushering an black male who has on a nice white oxford stained with fresh blood.  I included a race descriptor to stress the international nature of the images selected from public materials used within the sculpture.  Comparing his first series of combines to his silkscreen paintings and ending with the analysis of Patrician Barnacle, the visual media incorporated throughout his career expands its focal scope from local, to national, to international.  The artist was once asked what he feared most, to which he responded “That I might run out of world” (Craft 109).  Below the image of a building (51) is an image of a bedroom scene that has a floral printed comforter on the bed similar to the floral print of the fabrics on the sculpture (54).  Images 56 and 57 are landscapes of mountain forms, slightly blurred and enhanced by the foreground created by the orange fabric cut at a contour.  The orange fabric is similar in sheen and thickness to the silky fabric used on face 1, orange in color, and has evidence of images transferred on the fabric directly from the surface below. 
Underneath the orange fabric is a transfer of two cats (55).  These cats are not really duplicates because the eyes of the one on the right are far more defined and announced almost as if meant to interact with the text on the fabric saying “Made In China, The People’s Republic of China” followed by Chinese symbols.  Whether the text was on the fabric or was transferred on is unknown.  Because no bleeding occurred of the text and characters I believe the text to have been already on the fabric upon Rauschenberg’s finding of the object.
Below the landscape images (56, 57) is a picture obviously taken from a magazine, page 44 to be exact, of a woman receiving a tattoo.  This juxtaposition with the landscapes recalls Edward Weston study of form and the body.   Repetition of image with change in proportion is again explored with objects 59 and 61.  Sideways oriented pictures of take player mixer machines reference the vinyl setup of turntables where a mixer is placed between the two record players.  Image 62 is a bird cage on its side, the top on the interior of the surface.  No bird and closed the birdcage appears lonely or re-appropriated.  Juxtaposed what appears to be an image from a microscope of some type of polyp form that appears yellow under the fabric.  This image is surprising and unique to the composition in that it is something that we perceive as real or existing somewhere but have no ability to arrive at a point of recognition.  The true original color of the polyp form on the image is probably transformed by the orange fabric on top.  Below the polyps is a picture of a crystal bowl and pitcher on a white background. The orange fabric does exist as a surface alone is places that do not have number indicating an image.
Next to the Tattoo image (58) is an image also on it side, matching the orientation of the birdcage, of the man on horseback landscape(57.5).  The continuous repetition of horses, desolate landscapes, and architecture appears to be a commentary on societal evolution or the impact of humans on nature. Below the sideways landscape is an image of a man sweaty and dirty from his autonomous work within a shack that in the background is what appears to be an oil refinery.  Image 64 is color and shows a swimming frog; below a two mice are alert and active (67).  Next to the mice is a form representing a mushroom cloud from and Atomic bomb, or celery bunch (70).  Image 72 shows a skyfull of people parachuting, parachutes undetonated, goggles on, and what appears to be all mean, holding their shoulder-straps, while the plane in view flies away.  Image 75 is an abstract representation of an industrial form or building.  The way in which the camera was tilted, or the image applied recalls Lázló Moholy Nagy’s interest in photographing architecture, light and form, together to investigate into the new “culture of light” that he instigated in the 1920’s (Hirsch 206).
The upside down t form of images (63,68,73,74) is a series of photographs of miners. 74 is sideways, 73 has a rounded edge, 63 and 68 are duplicate prints or different proportions of the same mining image.  The repetition of objects within the piece recalls Duchamp’s observation about the “impossibility of sufficient visual memory”.  Rauschenberg incorporates this concept through the repetition of images uncovering that “we will be able to see that those things we thought we the same are in fact not the same” (Joseph 148).  Dyslexia can cause rotated objects to become unrecognizable (Stein 247).  His use of rotated images may have been an effort to reduce the repeated image to a point of nonrecognition.
The base of face 3 is a four part series of landscape photographs, 77 features the infamous man on horseback.  The mountains have been enhanced with blue and green acrylic washes in a style similar to Korean landscape painting of the An Kyon School.  The orange fabric ends in a contour that does not reinforce the landscape other than to isolate and highlight the man on horseback by making him rest a small distance above the seam of the fabric to the light blue acrylic wash extending to the base.
Face 4:
Where the other three faces have fabric, this face is painted with marine blue acrylic paint, lightly, and with brush strokes exposed, in the same manner at the yellow painted area of face 2. The diagonal bottom edge makes the shape almost a trapezoid, if it wasn’t for the right angle of the corner.  This right angle makes the shape appear to be stretching off the face continuing on the same plane. A small white band runs parallel to the bottom border of the blue space.  Shape 38 indicates a green wash placed over shapes 36,37,39,and 40.   A small snippet of a set of substantial silver eating ware, a serving for one at a three course meal, is cropped to only reveal the handles (36).  The other images under the green wash are colored images at different scales abstracted rounded, amorphous, shapes in different hues of green, outlined in a darker color increasing their plasticity.  The diagonal placement of both edges not defined by the surface shape make the green wash in the shape of a trapezoid.  Below the trapezoid the surface is covered in a fabric with a striped pattern again.  This time the stripes are uniformly distanced, still dark blue in color.  The stripes are horizontally placed.  Underneath the striped fabric two reversed images of ball point, fancy, finger padded, mass produced, click top, pens (41, 42).  The high contrast within the pen images if looked at abstractly has a high amount of plasticity.  
Below the pens is an image with a small mammal figure, possibly a pygmy, repeated five times, so ten creepy eyes can stare at you.  The striped fabric continues approaching, and slightly overlapping a reversed image of a woman’ hand touching a thermostat (45).  This image appears to be an artists’ rendered drawing for an advertisement, which were mostly used before the ability to mass produce photographs and before their credibility to convey something real was established.  The grated part of the thermostat is covered by the striped fabric and acts as a visual connector typing the two abstract segments of the face together.  Underneath the hand adjusting the thermostat is an abstracted image, something circular, and highly pixilated or cloudy (44).  Below the abstracted form a transferred image of a frog.  The image has a strong teal background that interacts with the blue glaze that began where the striped fabric stopped.  The images on the wedge are composed over at least the four surfaces visible from the ground.  Due to museum restrictions I was unable to climb the ladder and attempt to look at the surface of the wedge exposed to the ceiling.  The wedge may have no top.  
The ladder:
The ladder is wooden, five stepped, stained, and has evidence of rustification.  The ladder acts as a base for the wedge.  The two piece as attached with mass produced industrial hardware: l-brackets, screws, nails, and o rings.  Parts of the bare wood appear where the slivers of stained wood have been detached by the weathering of time.  The large square-headed bolts providing the greatest amount of support are highly rusted  There does not appear to be any original support between the two vertical parts (the part you make sure is pressed down so it doesn’t fold up).  Instead, the ladder is held together by galvanized wire.  Usually ladders have a hook contraption to keep them closed, this ladder has a piece of string hanging from side 2, however no hook exists to connect the string other than a nail hammered sideways flesh with the other leg of the ladder.  There is a small drip of blue paint on the ladder indicating its proximity to the wedge during its assemblage.
Installed on the ladder between the ladder and the wedge the Plexiglas is a large sheet ~¾ in thick. The completely untreated nature of the Plexiglas surfaces implies Rauschenberg did not want the surfaces become a part of the composition, and thus the most likely conclusion is that the Plexiglas is structural.  The completely transparent, only visible upon close examination, yet substantial thickness of the Plexiglas be commentary on the concealed separation from things that people perceive are tangible.  The acrylic could be recalling Duchamp’s procedure where he sandwiched two and image and suspended the depicted image between two transparent planes.  Duchamp defined this genre of painting as “a delay in glass” (Joseph 43).
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