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Robert Rauschenberg
Gluts

Paris Marais
20 October—22 November 2025

Thaddaeus Ropac Paris Marais presents the first exhibition in 15 years dedicated
to Robert Rauschenberg’s sculptural Glut series (1986-94), and the first exhibition
of the series ever held in France. In the year of the centenary of the American
artist’s birth, Gluts runs in parallel to an extensive programme of exhibitions in
Rauschenberg’s honour taking place at museums and institutions around the world.

Beginning with his early Combines (1954-64), Robert Rauschenberg (1925-2008)
revolutionised the picture plane through the inclusion of everyday objects, which
he termed ‘gifts from the street’, redefining and expanding the boundaries of
what could be considered an artwork. It was in this spirit that he created his Glut
series of sculptural assemblages at the end of the 1980s and the beginning of the
1990s. They represent one of his earliest forays into a new material — metal - in
the form of found objects assembled and riveted together to create wall reliefs
and freestanding sculptures. Unlike in the artist’s earlier Combines, however, the
found elements in the Gluts are no longer affixed to canvas supports. Instead,
they become entirely autonomous, placed directly on the wall or the ground in a
wholehearted engagement with the poetics of recycling and reclamation.

The exhibition will be accompanied by a catalogue including archival photography
relating to the Gluts, as well as an essay by philosopher Mark Alizart and an excerpt
of choreographer Trisha Brown’s account of the creation of the Neapolitan Gluts.

Robert Rauschenberg: Gluts is presented in cooperation with the Robert
Rauschenberg Foundation. Thaddaeus Ropac gallery has been a partner of
the Robert Rauschenberg Foundation since April 2015 and the partnership has
resulted in a series of exhibitions focusing on some of the artist’s most innovative
and under-recognised series of the 1970s, 1980s and early 1990s, including his
Spreads (1975-83), Salvages (1983-85), Borealis (1989), Night Shades (1991)
and Phantoms (1991).

Thaddaeus Ropac

London Paris Salzburg Milan Seoul



: -
3 » N

Rauschenberg in a junkyard in Italy, gathering source material

for his set design for Trisha Brown Dance Company’s Lateral Pass (1985).






Robert Rauschenberg

Yellow Moby Glut, 1986

Riveted metal parts

335.4 x 305.5 x 45 cm (132 x 120.25 x 17.75 in)

(RR 1359)
USD 2.200.000 (plus applicable taxes)



The Gluts would be the artist’s final series of sculptures, as well as his most
enduring: the usually restless Rauschenberg continued returning to the series
over the span of almost a decade. The Gluts are rarely seen together, with the
last exhibition dedicated to them held in 2009-10 at the Peggy Guggenheim
Collection, Venice; the Museum Tinguely, Basel; and the Guggenheim Museum,
Bilbao. The series was inspired by the artist’s visit to Texas in 1985 for
his exhibition at the Contemporary Arts Museum, Houston. At the time,
Rauschenberg’s native Texas was in the midst of a recession due to a surplus,
or ‘glut’, in the oil market, turning its landscape into a wasteland of abandoned
vehicles and the rusting signs of failed petrol stations. Returning to his studio in
Captiva Island, Florida, Rauschenberg, marked by what he had seen in Texas,
sought out similar objects in the local scrapyard, salvaging discarded signs and
automotive and industrial parts to create the first Gluts: a gesture that anticipated
the environmental concerns that, decades later, have taken a central position in
artistic thought and production.

Installation view, Robert Rauschenberg: Gluts,
Guggenheim Museum Bilbao, Spain, 13 February—12 September 2010
Photo: Erika Barahona-Ede



Rauschenberg’s work throughout the decades embodied his lifelong commitment
to collaboration with performers, artists and engineers. As well as choreographing
his own performances, he designed lighting, sets and costumes for avant-garde
productions by Merce Cunningham, Trisha Brown and Paul Taylor, among others.
In 1987, when the set for a performance of Trisha Brown Dance Company’s Lateral
Pass (1985) in Naples, Italy was stuck in a dock strike and would not make it to the
theatre by opening night, Rauschenberg scoured the streets and scrap heaps of
Naples to collect materials to make a replacement set. As Brown recalled: ‘Bob
and his team dumped a truckload of junk backstage and proceeded to sort, stack,
drill, and grommet into the night.” He later incorporated pieces from this stage set
into the Glut series, referring to them as the Neapolitan Gluts. The exhibition at
Thaddaeus Ropac Paris Marais presents several examples of the Neapolitan Glut
series alongside the Gluts made in Captiva Island.

Robert Rauschenberg’s set design for Trisha Brown’s Lateral Pass (1985),
Teatro di San Carlo, Naples, Italy, January 1987. Photo: Luciano Romano.
Photograph Collection. Robert Rauschenberg Foundation Archives, New York




Robert Rauschenberg

Balcone Glut (Neapolitan), 1987

Assembled metal and insulated wire

241 x 140 x 42 cm (94.88 x 55.12 x 16.54 in)

(RR 1362)
USD 1.600.000 (plus applicable taxes)
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Robert Rauschenberg’s set design for Trisha Brown’s Lateral Pass (1985),
Teatro di San Carlo, Naples, Italy, January 1987. Photo: Luciano Romano.
Photograph Collection. Robert Rauschenberg Foundation Archives, New York



At first glance, the viewer finds in the Gluts an elegant formal abstraction; with
a second look, what Mark Alizart calls ‘the appearance of function’ in his essay
in the catalogue accompanying the exhibition. Rauschenberg enjoyed wordplay,
and his titles often simultaneously indicate potential readings of his works and
wittily exploit the ambiguities of the terms he uses. In Balcone Glut (Neapoli-
tan) (1987), a ladder projects through the opening in a ventilation duct to imply
the titular ‘balcony’; the alternating joist-like metal strands and transparences
of Greenhouse Glut (Neapolitan) (1987) suggest the botanical structure after
which the work is named. But more than this, there is a sense of anthropomor-
phism across the Gluts, where the coldest, hardest of materials is animated
with details that play on our pareidolia to suggest dangling legs or eyes. ‘The
most striking thing’ writes Alizart of the Gluts, ‘is that they all seem to swarm
with life. Rauschenberg doesn’t merely give his detritus a ‘second life’ in the
sense of a ‘second chance’; he genuinely transforms it into an organism.” For
Alizart, Greek Toy Glut (Neapolitan) becomes a shield-wielding hero from The
lliad; it might also be read as a constructed Trojan horse with a bowed head.

Robert Rauschenberg
Greek Toy Glut (Neapolitan), 1987



reek Toy Glut (Neapolitan), 1987
Assembled metal
207 x 254 x 39.4 cm (81.5 x 100 x 15.5 in)

(RR 1364)
USD 2.000.000 (plus applicable taxes)




| make order out of chaos, Bob makes chaos out of order,
and where we meet is chaos.

— Trisha Brown

Robert Rauschenberg’s set design for Trisha Brown’s Lateral Pass (1985),
Teatro di San Carlo, Naples, Italy, January 1987. Photo: Luciano Romano.
Photograph Collection. Robert Rauschenberg Foundation Archives, New York




Robert Rauschenberg

Mobile Cluster Glut (Neapolitan), 1987
Assembled metal with plastic hose

104, 8 x 240 x 47 cm (41.26 x 94.49 x 18.5 in)

(RR 1363)
USD 1.600.000 (plus applicable taxes)
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| think of the Gluts as souvenirs without nostalgia.
What they are really meant to do is give people
an experience of looking at everything in terms
of what its many possibilities might be.

— Robert Rauschenberg

Robert Rauschenberg
Carnival (Glut), 1986






Robert Rauschenberg

Interior Vine Summer Glut, 1988
Assembled metal

128.3 x 134.6 x 27.9 cm (50.5 x 53 x 11in)

(RR 1368)
USD 950.000 (plus applicable taxes)



These works, born of triumphant industrial civilisation,
become both witnesses and messengers for the ecological transition
we must now undertake. To rediscover them today is not to look back

at a vanished age, but to take a bold step
into the urgency of our present era.

— Mark Alizart

Robert Rauschenberg
Late Summer Glut Clef, 1987






In some Gluts, the source objects are easily distinguishable through identifying
markings, in particular painted lettering: truncated business signs; instructions
on industrial pieces; road signs. Summer Glut Fence (1987) notably retains two
faded but legible stop signs. As curator and art historian Susan Davidson wrote in
the catalogue accompanying the exhibition of the Gluts at the Peggy Guggenheim
Collection in 2009: ‘Directionals have been a visual trope in Rauschenberg’s
work as he sought to directly engage the viewer by speaking in the imperatives of
the everyday landscape’. Such ‘directionals’ are found across his works; the stop
sign, in particular, appears in another Glut, Stop Side Early Winter Glut (1987),
in the collection of The Museum of Modern Art, New York. But Rauschenberg
chose and assembled the Gluts not only based on the symbolic significance of
their components or the semiotic possibilities of their combination, but also for
their formal properties, dissimulating and distilling his source objects into ‘lean
expressions’ of a refined lyricism that belies their scrapyard origins.

Robert Rauschenberg

Summer Glut Fence, 1987

Assembled metal parts and plastic objects
107 x 220 x 19 cm (42.13 x 86.61 x 7.48 in)

(RR1279)

USD 1.200.000 (plus applicable taxes)
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The Gluts, Davidson adds, represent ‘an extremely mature and confident
body of work, personal exercises or amusements for Rauschenberg, where
the whole becomes more than the sum of its parts.” These futuristic con-
structions made from the detritus of a society in which industrialisation has
begun to eat itself alive, unexpectedly, call for ‘a more human world, not less’;
‘ultimately’, as Alizart continues, ‘the logical consequence of a philosophy

that associates art and life’.

Robert Rauschenberg
Bumper Slip Late Summer Glut (detail), 1987









Robert Rauschenberg

Dirty Ghost Glut, 1992

Assembled metal

149.9 x 83.8 x 34 cm (59.02 x 32.99 x 13.39 in)

(RR 1371)
USD 900.000 (plus applicable taxes)







Robert Rauschenberg

About the artist

Over the course of his 60-year career, Robert Rauschen-
berg’s work was inspired by wide-ranging experiences,
lifelong collaborations and a spirit of experimentation with
new materials and techniques. Although he eluded associ-
ation with any specific movement, he has been identified
as a forerunner of practically every post-war artistic devel-
opment since Abstract Expressionism. His early Combines
(1954-64) established an ongoing dialogue between
painting and sculpture, between the handmade and the
readymade and between the artist’s hand and the mechan-
ically reproduced image.

Rauschenberg attended the Kansas City Art Institute and
later the Académie Julian in Paris and The Art Students
League in New York, but the young artist’s most profound
formative experience was at the experimental Black
Mountain College in North Carolina, where he enrolled in
1948 alongside fellow artist and his future wife Susan Weil.
There he studied under painter and Bauhaus teacher Josef
Albers and cultivated relationships with composer John
Cage and choreographer Merce Cunningham, who became
long-standing friends and artistic collaborators. The trio,
along with several other creatives, participated in Theater
Piece No. 1 (1952), a multimedia performance — now rec-
ognised as the first ‘Happening’ — that incorporated poetry,
music, dance and film, as well as panels of Rauschenberg’s
White Paintings (1951) suspended from the ceiling. Cage
cited these as an inspiration for his composition 4’33”
(1952), which creates a framework that prompts a height-
ened awareness of ambient sound.

By the end of 1953, Rauschenberg had begun integrating a
litany of found materials and objects into his Red Paintings
(1953-54), which evolved into his seminal Combines. In-
corporating everything from a stuffed goat to street signs
and a bed quilt, the Combines obliterated the boundary
between painting and sculpture, introducing a new rela-

tionship between viewer and artwork. In 1962 he began
making paintings that combined gestural brushwork with
silkscreened imagery drawn from newspapers, magazines
and his own photographs. Following his first retrospec-
tive, organised by the Jewish Museum, New York in 1963,
Rauschenberg was awarded the International Grand Prize
in Painting at the Venice Biennale in 1964. He co-founded
Experiments in Art and Technology (E.A.T.) — with engineers
Billy Kliiver and Fred Waldhauer and artist Robert Whitman
— which paired artists and engineers for collaborative
projects. Together with Kliver, Rauschenberg created works
like Oracle (1962-65), which incorporated transistor radio
technology, and the responsive light installation Soundings
(1968).

In 1970, Rauschenberg moved his primary residence and
studio to Captiva, Florida, where he created several series
of works focused on materiality, including the Cardboards
(1971-72), wall reliefs created from discarded boxes, and the
Jammers (1975-76), made predominantly from sewn fabric.
His experimentation with printing techniques also continued
across a range of media, including the solvent-transfer Hoar-
frosts (1974-76), multimedia Spreads (1975-83) and his
metal works from the 1980s and 1990s, including the Gluts
(1986-94), Shiners (1986-93), Urban Bourbons (1988-96)
and Borealis (1989-92). In addition to his own artmaking
practice, Rauschenberg became a spokesperson for artists
and the creative community at large. In September 1970,
he founded Change, Inc., a non-profit organisation that
helped artists with emergency expenses and from 1984-91,
he personally funded the Rauschenberg Overseas Culture
Interchange (ROCI) project. For this extensive touring
programme, Rauschenberg travelled to ten countries outside
of the United States — Mexico, Chile, Venezuela, China,
Tibet, Japan, Cuba, the USSR, Germany and Malaysia — with
the aim of sparking cross-cultural dialogue and understand-
ing through the creative process.



100 years of Robert Rauschenberg

Gluts at Thaddaeus Ropac Paris Marais opens 100 years
- almost to the day — after Robert Rauschenberg’s birth
on 22 October 1925. In celebration of his centenary, a
wide-ranging programme of exhibitions dedicated to the
artist is taking place in 2025-26. Gluts will run concur-
rently with exhibitions at the Museum Ludwig, Cologne
(until 11 January 2026); Fundacién Juan March, Madrid
(until 18 January 2026); The Menil Collection, Houston
(until 1 March 2026); The Guggenheim, New York (until
5 April 2026); and Museum of the City of New York (until
19 April 2026), as well as an exhibition dedicated to
Rauschenberg’s collaboration with Trisha Brown on the
1979 dance piece Glacial Decoy at Walker Art Center,

Robert Rauschenberg, Villa Volpicelli, Naples, Italy, April 1987.
Photo: Peppe Avallone. Photograph Collection.
Robert Rauschenberg Foundation Archives, New York.

Minneapolis (until 24 May 2026). These will be followed by
further exhibitions at M+ Hong Kong (opening November
2025) and Kunsthalle Krems (opening April 2026).
Organised by the Robert Rauschenberg Foundation,
the programme of exhibitions, which is accompanied by
dozens of Centennial grants encouraging the activation
of Rauschenberg’s works in public collections, aims to
build on the artist’s legacy of promoting cross-discipli-
nary explorations and driving social change.

For further information on the mission and programmes of
the Foundation, visit www.rauschenbergfoundation.org and
follow them on Instagram at @rauschenbergfoundation.



Current & upcoming exhibitions

Paris Marais Robert Rauschenberg Constantin Brancusi
Gluts Photographs

Paris Pantin Yan Pei-Ming
Eye to Eye
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London Ely House Eva Helene Pade Tom Sachs
Sogelys A Good Shelf


https://ropac.net/exhibitions/759-robert-rauschenberg-gluts/
https://ropac.net/exhibitions/762-constantin-brancusi-photographs/
https://ropac.net/exhibitions/761-yan-pei-ming-eye-to-eye/
https://ropac.net/exhibitions/764-eva-helene-pade-sgelys/
https://ropac.net/exhibitions/765-tom-sachs-a-good-shelf/

Current & upcoming exhibitions
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Milan Georg Baselitz & Lucio Fontana VALIE EXPORT & KETTY LA ROCCA
L’aurora viene BODY SIGN
Until 9 December 2025 16 December 2025—7 February 2026

Salzburg Villa Kast Markus Schinwald Hans Hollein
Interiors Inc. Works from the 1960s
Until 23 December 2025 Until 22 November 2025

Seoul Fort Hill Antony Gormley Joan Miré
INEXTRICABLE Sculptures
Until 8 November 2025 22 November 2025—17 January 2026


https://ropac.net/exhibitions/753-georg-baselitz-lucio-fontana-laurora-viene/
https://ropac.net/exhibitions/752-antony-gormley-inextricable/
https://ropac.net/exhibitions/763-markus-schinwald-interiors-inc./
https://ropac.net/exhibitions/756-hans-hollein-works-from-the-1960s/



