




Pasadena Art Museum 
University Art Museum, Berkeley 
Nelson-Atkins Museum 

Fort Worth Art Center Museum 
Des Moines Art Center 
Philadelphia Museum of Art 
The Chicago Art Institute 

December 7, 1971 - February 6, 1972 
February 28, 1972 - April 9, 1972 
May 11, 1972-June 18, 1972 
July 10, 1972 - August 20, 1972 
September 18, 1972 - October 29, 1972 
November16, 1972 - December 27, 1972 
January 20, 1973 - February 25, 1973 

Claes Oldenburg 

Selected texts for 
the traveling exhibition 
of 1971-73. 



fr') r, ,..,.,..., ,-: -i.... ... r' I --- f""l l -1 -- '- · · ··- -, r'lf'""I 



Table of Contents 

Alphabetical Characters 14 Gearstick . ... .. . 4 Scissors ... . 8,9 

Baked Potato . . . . . . 1 Geometric Mouse 18,19 Self-Portrait 19 

Ball Cock (for Thames) .3 Good Humor Bar . 1 Shrimp . 1 

Banana . 1 Hats 17 Smoke 13 

Bats 13 Hole .9,10,11,12 Spoon 13 

Bed Table Lamp 13 Ice Bag 18 Statue of Death 18 

Bowling Balls . . 5,6 Ironing Board . 1 Stevenson Memorial . 6,7 

Chicago Picasso 16 Kennedy Tomb .7 Subway Map . 2 

Clothespin .. 13, 14 Kniickbrod .3 Sullivan Tomb 12 

Daley Monument 14 Knees .4 Teddy Bear .. . 1 

Door Handle and Locks .3 Lipstick 16, 17 Thrown Can of Paint 19 

Drainpipe .6 Nightsticks 16 Trowel 20 

Drum Set . .8 Nose ... 14 Tube 16 

English Extension Plug .4 Pasadena Art Museum 14 Typewriter 12 

Fagends .5 Pool Balls .5 Typewriter Eraser 19,20 

Fan ... .6 Postal Zones Map .2 U.S.A. Three-Way Plug . 1,2 

Fireplug 15, 16 Punching Bag 14 Vacuum Cleaner . 1 

Fried Egg ... 3 Saw .3 Verbal Monuments 13 





Vacuum Cleaner ... 
What a vacuum cleaner does, wasn't 

so important. In this case, it' s more what 
it looks like-it's an object that could 
be a skyscraper. 

I tried to accept the fallen position 
as if that were the proper position-just 
the form of it, without an explanation 
of why it was fallen ( or thrown), as if 
a skyscraper had been constructed on 
its side, like a fallen tree, or leaning. 

Ironing Board . . . 
The top of the board serves as a land

ing place for helicopters. Passengers 
and visitors eat at the restaurant hung 
under the board, recalling the cabin of 
a Zeppelin. They descend by diagonal 
elevators through the "legs." 

The ironing board over the Lower 
East Side echoes the shape of Manhattan 
Island and also "shields" the vanishing 
ghetto, commemorating the million 
miles of devoted ironing. 

Baked Potato ..... . 
The pleasure of the baked potato, 

apart from its mass, is in the slitting of 
the potato-east, west, north and south
compressing its sides and then laying 
into the slit a geometrical shape of but
ter and watching it melt. 

The baked potato is an object which, 
in its structure, resembles the kind of 
sculpture I like to make. It's a soft sack 
that registers what is done to it, where 
it is placed. Its form can be molded and 
returned to its original position. The 
baked potato is a construction that, in 
the course of use, displays its insides 
like the banana and the tube. 

Butter also changes form and returns 
to its original form. The addition of 
butter to a slit baked potato creates a 
very suggestive drama which is con
stantly being recorded in the magazines. 
One can go pretty far in form with 
just a baked potato and a pat of butter. 

The white of the potato is inter
changeable with plaster for my pur
poses, and the skin is sewn of canvas. 
This way, I make my own baked potato 
"theater," which doesn't rot. The form 
of the baked potato is determined while 
the plaster is still wet by normal ac
tivities of the fingers in relation to the 
subject as food. 

War Memorial .. . 
The War Memorial began as a pat 

of cold hard butter in the crossed slit 

of a hot baked potato, projected up in 
scale. The crossed slits made me think 
of an intersection of streets, and I de
veloped this resemblance. I picked the 
most crucial intersection l knew, which 
is where Broadway and Canal Street 
cross, connecting Long Island with New 
Jersey and Wall Street to the rest of 
the country . Also, I've read it's the tar
get which, according to experts, would 
be the most efficient in the New York 
area for a nuclear drop. 

The butter became concrete, and it 
ended as an ironic anti-war monument. 
Some students at Cornell did a study 
and found that concrete in that quantity 
,vould sink through and crush the sub
ways below-so their study included 
plans for the re-routing of the sub
ways. It would be a true obstacle monu
ment. 

Shrimp ... 
The packaged shrimp is horseshoe

shaped, and so is Ellis Island on the map, 
and the shape of an embrace, too, for 
the immigrants. The ferry boats going 
by look like frankfurters in a roll and 
must have suggested that subject. The 
shrimp suits the view from the air, and 
the hot dog, the view from the bag; but 
enlarged, the hot dog is more majestic, 
like an ocean liner coming down the 
Hudson. 

Teddy Bear ... 
The Teddy Bear, an object with eyes 

was important. Looking up the park 
from the south, one casts the eyes a 
long distance in an area surprisingly 
empty in the midst of city congestion. 
The Bear's eyes are like a mirror of the 
huge, free glance, returning it like a 
tennis ball. I also imagined the staring 
Bear an incarnation of white con
science; as such, it fixes white New 
York with an accusing glance from Har
lem but also one glassy-eyed from des
peration. This may also be why I chose 
a toy with the "amputated" effect of ted
dy paws-handlessness signifies society's 
frustrating lack of tools. 

Banana ... 
In 1965 I was working on a piece 

which showed an object changing form 
due to the activity of eating . It was like 
those invisible man films they used to 

make where you saw a thing disappear, 
but you didn't see where it was going. 
I used a case with three shelves, and 
each shelf had an object that was in a 
stage of disappearing. The top shelf 
was a sundae being eaten, the middle 
shelf was a baked potato being eaten, 
and the bottom shelf had a banana be
ing eaten. To do this piece, I developed 
a pattern for a banana and sewed up 12 

or 1 5 banana skins and filled each one 
with plaster. When the plaster began 
to set, I cut the skin and peeled it down 
the sides, and then I bit off the plaster 
at a certain stage, reconstructing the 
disappearance. I did this over and over 
again until I had four bananas that 
looked convincing. 

The leftover bananas from this ex
periment were mounted on wire to look 
like flowers or fans. That made them 
also look like sculptures or monuments. 
Times Square seemed a perfect spot for 
the Banana Monument, because there 
the streets converge like the parts of a 
banana skin. 

Good Humor Bar ... 
Before the Pan American Building 

was put up, there was a hole in the spot 
because of the tall buildings that had 
risen around the Terminal. I saw the 
hole often and kept thinking: that hole 
should be filled, with something like a 
dam. I made a few drawings for a build
ing to fill it, before the Pan American 
Building was discussed. Most represen
tations of the object show a bite out of 
the bar. Accepting this representation 
allows the traffic of Park Avenue to 
pass through the construction. 

Why should buildings always be 
boxes? I suggest the use of objects as 
"found" design, to construct colossal 
things as seriously as buildings are built. 
The sculptor vs. the architect. 

U.S.A. Three-Way Plug ... 
The first Three- Way Plug construc

tion was done in 1965 of cardboard, 
which made it light in weight and deli
cate. It was always shown hanging in 
the air, like a kite or a balloon, or as if 
it were floating on water. This par
ticular piece was crushed when a work
man fell on it in 1968, and the collector 
then returned it to me for repairs. 

I. 
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In rebuilding the cardboard plug, I 
became interested in the subject again. 
A larger wooden version was built, 
which served as a model for the first 
metal plug, executed at Lippincott. The 
metal plug was as different from the 
original construction as could be im
agined, especially when I allowed it to 
follow its natural tendency and sink 
into the ground. 

It is as if the object is going through 
a series of "impersonations": now a bal
loon, now a nut, now an anchor, now a 
cannon-but always retaining its basic 
shape and identity as a Three-Way 
Plug. 

Two vinyl versions, two in canvas 
and three versions in wood have been 
built since the metal plug, all in dif
ferent scales. 

The metal Three-Way Plug is made 
of Cor-Ten steel, unpainted, which 
changes color, turning dark purple 
( from its original sienna-rust color) in 
a period of two years. This gives the 
metal a kind of "life," which may be 
compared to the events in nature 
around it, especially in climates which 
change a great deal, like those at Ober
lin and St. Louis. I have already seen the 
metal plug blanketed by snow, and I 
am told that squirrels and other animals 
visit the inside of the plug, via the 
"eyes." 

The plug is an intrusion of mechani
cal nature into organic nature, but more 
harmonious than in the case of the 
Trowel. The Three-Way Plug is a 
rounded shape,_ related to the earth and 
half buried, becomes a part of the earth. 
It behaves like an implement left over 
from a war, returning to nature. It seems 
siteable anywhere, as if it had fallen out 
of the sky, like an acorn or an apple or 
a meteor. 

It can also be compared to things 
that rise out of the earth, like potatoes. 
It dispenses with a base-the whole 
earth is its "base." Because the Three
Way Plug is a known form and repeats 
itself in structure, one will always know 
what the hidden part looks like . I had 
hoped to site it differently each time and 
made models of different positions, but 
I found that there is only one way in 
which the plug shows most of itself. 
I decided it would be unfair not to re
peat that position, even if only at the 
beginning. The plugs can be turned 
later, say, every year. 

Both sites of the metal plug are near 
a building design by Cass Gilbert, whose 
specialty was re-doings of classical 
models. 

In St. Louis the plug associates with 
the art museum, a building based on 
the Baths of Caracalla, and at Oberlin 
it is the art museum copied from a 
Florentine girls' school. This tends to 
emphasize the architecture of the plug
its cross plan, arches and large empty 
"windows," which remind me of the 
dark depths of wash in the drawings of 
18th-century French neoclassical archi
tects. 

The Three-Way Plug has never 
been an accurate version of the kind 
you can buy ( or used to be able to buy) 
in a hardware store. Enlarging it and 
subjecting it to changes in material have 
removed it further from an imitation. 
I think of it now as an arbitrary struc
ture, suitable to any use I can find for 
it, comparable to a canvas for a painter
its only function is to set limits to the 
material. 

In dealing with fabricators, the use 
of a little object we can all agree on is 
very helpful. They can go home and 
dream about it. The object becomes a 
focus of the relationship between the 
fabricators and myself, which is almost 
as interesting as the end result. The 
Three-Way Plug has generated many 
new experiences for me, not the least 
of which is the placing of the finished 
plug, which is a form of theater. The 
logistics and circumstances of siting 
huge objects ( always with an audience) 
are what became of my "happenings"
that "Theater of Objects" in a new 
phase. 

Subway Map -Postal Zones Map ... 
Because the Manhattan maps are soft, 

they make you think of the ground, 
like a portion of turf, or as if you had 
ripped that particular piece off the 
earth. I used two familiar maps-a map 
of the subway system and another of 
postal zones, two stylized maps which 
represent the great detail of Manhattan 
Island by suggestion and yet are simple 
enough to function as objects and be 
sewn. 

I made certain changes. The sub
ways are loose and hang like a loose 
trellis on the surface. I made the parks 
detachable; they swing out like refrig
erator doors from their surroundings. I 
put little lengths of dowel inside the 
"tubes," which feel like bones. They 
may be imagined to be subway cars, as 

if one could reach down like King Kong 
or God to pinch the tubes and feel the 
cars inside. 

The postal zones developed as an 
image of the city in rock-colored, soft 
blocks, as if you had sliced the air that 
lies above the island like a cake. Another 
way to show this piece is to place it 
on a table. The "zones" then separate 
in an interesting way as the island drops 
over the edge. 

Wing Nut ... 
Even before I thought of doing the 

Wing-Nut Monument-any monument 
on that site-I had begun to collect cut
outs from the Stockholm newspapers. 
The front pages of some papers don't 
carry news, you see, but illustrated ad
vertisements. These will be implements 
for the home: tools, gadgets, building 
and carpentry materials. They go from 
quite small things-bolts and screws
to more important ones-machine tools. 
Soon after I got to Stockholm, I began 
cutting these ads out of the papers and 
pasting them on the studio walls. I liked 
the look of them. 

Then a Stockholm photographer 
took me to a sort of design showroom, 
state-supported, where there were all 
manner of working implements for the 
home. I began to think how Swedish 
this sort of concern and presentation 
was. I suppose I was looking for things 
that seemed to typify Swedish experi
ence or symbolize it in some way. 

The wing nut made me think of that 
threaded column of Brancusi's and how 
the nut might go up and down such a 
column-over the threading of a screw. 
I thought of the moving tower in the 
Stockholm amusement park, and how 
the Swedes are preoccupied with things 
looking right in the sunset. Then I 
thought how the up-and-down mobility 
of the wing nut might be linked to the 
sun dial. I thought of the appropriate
ness, from the Swedish point of view, 
of this monument to a humble bit of 
hardware. 

It's an early version of the Ice Bag in 
a way-upside down. It goes up in the 
morning and comes down in the eve
ning, and it turns around so everyone all 
around the square can see it in different 
positions. 



Knackebrod . . . 
I eat Knackebrod all the time. They 

come in stacks in packages. I took a 
stack and made one of my disappearing 
food images by biting. I sited the colossal 
vers ion on the same island as the Saw. 
The bites became the stages of the set
ting sun which goes down behind the 
island. As the sun goes down, it travels 
from one bite to another bite and finally 
disappears. 

Swedes thought both the Saw and 
the Knackebrod appropriate because 
the island contains a prison. 

Door Handle and Locks ... 
I think the original impulse for the 

Door Handle and Locks came from my 
watching the Calder mobile in front 
of the Moderna Museet. It's in three 
moving parts. I found a non-art object 
which also had three moving parts. 

The fact that a building next to the 
museum was a naval prison also playe d 
a part, but playing with the butter in a 
restaurant got into the shape-a "ray 
gun" which transformed into a door 
handle. The similarity of the pyramid 
of butter balls to pyramids of cannon 
balls I had seen on the island, brought 
in that particular site. It used to be the 
headguarters of the Swedish Navy, 
where cannons and torpedoes were 
made. 

The door handle and locks are sim
ple shapes, and that's important for en
largement. 

The "handle" will turn in its arc; the 
keys will flip in their locks with a crack 
that can be heard for miles. 

Saw ... 
I was v1s1tmg Stockholm for my 

show there, in the autumn of 1966. We 
accepted the invitation of Uno, a cousin 
of my father, to spend a Sunday on his 
island outside the city. It was a pleasant 
day. On a tour of the island, we were 
shown the ancient priv y facing the sun
set. After supper we watched the many 
boats returning to the city after the 
weekend. Just after the sun had disap
peared, Uno got up suddenly and said, 
"I've forgotten to pull down the flag! 
If these people going home to the city 
see that my flag is still up, they will 
report me!" 

Uno took the flag down and packed 
it away. Though the sun was down, the 

evening was well lit with afterglow. 
Soon, a full moon ro se and was reflected 
in a long and strangely tangible-looking 
path across the waves. Uno left the 
room and returned with what looked 
like a violin case, but in the shape of a 
saw. He opened it and it was a saw, a 
fine saw, which had never sawn wood. 
He put the saw between his knees and 
began to bow the saw. His wife sat 
down at the piano. The first number 
was "Santa Lucia." They played several 
more tunes I have forgotten. 

Some days later we toured the back 
stage of the Ro yal Opera and I met the 
head costume seamstress. The same day 
I h~d said to Pontus H ulten that I 
wanted to make flags for the poles out
side the museum in the form of the 
"vimpel," a pennant version of the 
Swedish flag in common use. The opera 
seamstress was commissioned to sew the 
flags. In my design, I combined the 
form of the saw which was on my mind 
with that of the "vimpel." 

Material for the saw-flag was ob
tained from the official source of ma
terial for the blue and ye llow of the 
Swedish flag. Unfortunately, the fin
ished flags proved to be too fragile to 
hang from the poles outdoors-we neg
lected to reinforce the handle end with 
canvas. One flag was hung inside the 
museum where it functioned very well, 
moving slightly in indoor breezes. 

Design of th e flag required a com
plete outline drawing of the saw in large 
scale. This drawing serve d as the out
line for the hard versions constructed 
in Vancouver. The hinge divisions were 
where the cardboard sections of the 
original drawing ended. The handle 
was shaped in styrofoam and redone in 
wood. It is a northern subject, but it 
needn't be Swedish. Vancouver is a 
saw-shaped word and it fills a pennant 
very well. 

A colossal vers ion of the saw was 
set across an island west of Stockholm, 
as if sawing it in half. The saw is a tilted 
version of the bridge which binds the 
island to the mainland. 

Fried Egg . .. 
The Fried Egg first appeared as part 

of a 1966 "happening" in Stockholm 
called "Massage." There's a dish in 
Sweden called "pytt-i-panna," which is 
beef and potato cut into cubes, mixed 
in the fr ying pan, and served with a 
fried egg over it. I painted some card-

board boxes the brown color of fried 
beef and made an uncomfortable bed 
on which Patty lay, covered with the 
fried egg that she had sewn. There were 
balloons in burlap bags in the "bed," 
too . These burst at unpredictable times 
during the performance. 

The yolk is sewn of Swedish flag 
cloth, the same stuff that the saw is made 
of. It recreates almost literally the feel
ing of a fried egg "sunny side up." 
Later, I thought of making the egg 
crawl around by means of hidden 
motors . Had that been done, it would 
have anticipated the Ice Bag. 

Since "Massage," the Fried Egg has 
been carried from studio to studio, and 
has been used mostly as a protective 
cover for the unfinished rear end of the 
Soft Airflow. 

Recently I decided to give it some 
air and took it first to the shore of Long 
Island Sound, where boulders took the 
place of "pytt-i-panna," and then up 
to a meadow in New Hampshire filled 
with sheep. 

The Fried Egg is a generalized 
enough image to suit any context; 
physically, too, it's adaptable to any 
situation. One can fly it in the air or 
sleep on it. It is a very companionable, 
compatible piece. 

Ball Cock ( for Thames) ..... . 
The Thames Ball is a giant copper 

ball, based on the form of a toilet float, 
which is connected by a long rod to 
the center of one of the bridges in the 
Thames. The ball rises and falls with 
the going out and coming in of the tide. 
It would be anchored, but with a cer
tain amount of sway. It may be that the 
ball will not sink down enough at low 
tide to make the up-and-down move
ment significant, in which case, a de
flatable bottom could be constructed; 
or, the ball could look like a ball, but 
have a flat bottom. 

It will interfere with traffic, but this 
will be offset by its catching the light 
like a well-fed Turner galleon and in
spire the citizens with its natural 
rhythm. The float monument would 
supply Londoners with sun. It could be 
a sport for ships and boats to try and 
dodge it. 

3. 
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Gearstick ... 
In London a cab driver told me he 

thought it was a great idea to put some
thing more contemporary in place of 
monuments like Nelson Column. Not 
only would the Gearshift be a modern 
version of a column, but it would also 
be an appropriate monument because of 
the constant traffic congestion in Tra
falgar Square. The Gearshift moves 
through the positions with a jolt that 
makes pigeons scatter in the air. I sup
pose the substitution of a simple indus
trial object for a landmark might arouse 
more indignation in London than in 
Stockholm. Industry in England is not 
regarded as optimistically as it is in 
Sweden. 

Knees ... 
I proposed two knee monuments for 

the Thames. One to stand at the wide 
part of the river near the sea-a single 
knee; the other is the Colossal Knees 
on the Victoria Embankment, placed in 
that spot to echo the four chimneys of 
the Battersea Power Plant-an upended 
table effect across the river . London 
became a sort of canvas, you see. Pro
posing monuments is like composing 
with a city. 

The Knees Monument stands on the 
edge of the river. It would be very 
high, higher than Saint Paul's, and it 
would be interesting to see the effect of 
the sun on it. One could tell time by 
it-by the position of the shadow on the 
Knees. They take the color of the time 
of day. Chicago has its Hancock sky
scraper, London has its knees. Low 
clouds writhe about the unseen tops 
of each. 

One of the ways I objectify the body 
is to select a part and isolate it. In Los 
Angeles it was the nose, and on the trip 
to Sweden and England it was the knees 
( with the ear running a close second). 
What I look at is what I make-the cur
tain went up on the knees. I think also, 
after nine hours of fly ing, they hurt the 
most. In little English cars, too, that 
tends to be the point of concentration, 
aggravated on one occasion, I remem
ber, by the flu. Ordinarily the knees are 
little sensed and more seen. Parts of the 
body go in and out of fashion-ten years 

ago knees made people laugh. I have a 
set of photos from Lif e magazine show
ing knees as cherubic faces . In fact, they 
are not only voyeuristic but, of all the 
parts of the body, the most signific antly 
architectural. 

Knees are so ambiguous, whether or 
not they are cut off from the bod y. One 
always wonders which way they may 
face, which way they are facing. One 
will never leave them alone. The y will 
always look "w rong," as if moving into 
another position . They will fore ver be 
attracting hands to change their posi
tion . It will be satisfying to reach rigid 
knees at the level of a vase of flowers . 
It satisfies the requirement of a natural 
factual metamorphic change-inclined 
object. 

Knock-knees (which I have) make 
cathedrals. Standing a lot, one becomes 
aware of them intensely. They are one 
part of the body with which water is 
associated and (I can't explain it) are 
also associated with the moon, perhaps 
from their tendency to be shadowed 
by a skirt on their "fa ces." Maybe the 
influence of old shots of wading ( wad
ing is quite a . separate activity from 
swimming) . The glistening boot repre
sents the wet part of the leg. 

The controversy about skirt lengths 
is externalized as the tide. The boot 
pursues the skirt like mercury in a 
thermometer-nakedness is sacred ( the 
ritual of fashion is one of the few we 
have). My knees take the Greenwich 
mean. Sailors on the river see the backs 
of them. From experience I can say it's 
difficult to- see knees coming at you. 
The gearshift is nothing but a knee. 
With one arm around the girl and the 
other on the wheel, one had to learn to 
flip the gearshift into position with the 
knee . 

The problem became how to isolate 
and decide upon which object / knee. 
There seemed to be three solutions in 
technique: the photograph, the cast, or 
what was already cast-the mannequin. 
I had assembled newspaper photos on 
knees hoping to find a typical vision of 
the knee . In addition, at my request, 
Eric Ayers photographed the backs of 
the knees of his · wife and daughter. A 
project of knee photography was also 
launched in the school. All in all, a knee 
talent contest. Meanwhile, I had aban
doned the idea of casting from the knee 
because it is a restless part, and I wanted 
a very clear cast of a knock-kneed 
stance-this being most architectural. I 

obtained the names of mannequin mak
ers in the city and went to several places, 
spelling out my specific request. 

Up and down Oxford Street I 
studied both real knees and the knees 
of mannequins. I discovered that the 
most popular mannequin now is stylized 
at that part and shows nothing of the 
true knee form (usually thought ugly). 
These are known as "realistic," because 
of their scale rather than their detail. 
A mannequin seller told me that now this 
"real" size was in, which had caused the 
retirem ent of the slightly oversized and 
anatomically detailed mannequin. He 
showed me a specimen of the old, which 
I promptly bought. Back at the room in 
Alecto's Kensington Studio, I trimmed 
off the parts not needed, i.e., all but a 
single knock-kneed-stanced knee. After 
several days contemplation of this ob
ject, I decided to have it doubled in 
reverse to serve as the other knee, rather 
than look for another mannequin knee. 
This was done by recarving from the 
original. 

English Extension Plug ... 
The English Extension Plug was the 

first object expanded to the function of 
a building. In each country, the electri
cal culture is different, and in England 
there is a great variety in plugs. This 
one is big even as a plug and so archi
tectural to begin with, following it to 
the conclusion of a building is easy. A 
functional part in a plug becomes a 
functional part in a building. An object 
and a building in the modern style 
change places easily. 

The English plug-building was iden
tified as a crematorium because it had 
that look. I next visited Sweden and 
there found an ornate extension plug 
which looked like both a castle and a 
church. I sited it on top of a hill. The 
church connection lies close to the 
three-way plug because of the cross
vault structure of both objects and folk 
identification of religious power and 
electricity. 



Fagends ... 
A traditional notion of London is 

that it's a male city, as opposed to 
Paris, which is a female city. So in Lon
don you find an obsession with phallic 
forms-legs and cigarettes and so on. 

While developing the knees as a 
multiple, I was also developing an ash
tray full of cigarette butts; in England, 
"fagends." I made a collection of butts 
from ashtrays of places visited and 
mounted them. These eventually led to 
the proposals for Hyde Park in the form 
of colossal fagends in various forms, 
various situations. I was inspired, in 
part, by an anti-smoking ad put out by 
the government of an ashtray full of 
butts arranged to frighten you off 
smoking, but in fact so beautiful, it had 
the opposite effect ( on me). 

The F agends have been made in four 
scales as an object. Each time I re
experience the act of crushing the cyl
inder, which is the culmination of a 
smoke. Cylinders are sewn and filled 
with plaster or foam and then crushed 
more or less artificially. 

When I was making the cylinders 
shown in Los Angeles, I made it a point 
to dine on tortillas each night during 
the making to get the feel of the 
"paper," i.e., canvas in the scale I was 
using-rolling them and crushing them 
as I ate. 

The largest were created as an event, 
to which I was the only witness, un
fortunately. Large tubes were sewn and 
wire springs placed inside. Then the 
tubes were tied to chairs and urethane 
foam in the form of liquid poured in. 
As the urethane changed from liquid to 
foam, it caused the tubes to twist into 
shapes determined by the ropes and tbe 
spring. It was nearly automatic, though 
of course predetermined by the limits 
of the tube and expectations of what 
the tube would do against the ties, etc. 
Because the urethane is poisonous, I 
attended with gloves and a mask, in a 
kind of costume. The event took place 
at night under a single light bulb. The 
writhing tubes suggested a scene of tor
ture. Studio drama. 

The Fagends are a variable-compo
sition piece based on an object, which 
is a model in the non-art world of that 
kind of a piece. Cigarettes go through 
several . compositional adventures: first, 

they are packed in a rigid order; then 
the order loosens as the cigarettes are 
pulled out of the pack. The body of 
the object is partially consumed or 
metamorphosed in various invisible ma
terials which go their own way into 
compositional adventures. The husk is 
finally altered by pressure in being dis
carded. Again, the parts of the original 
package are brought together, but al
tered and informally arranged in the 
wider confines of an ashtray. A further 
reordering occurs when the ashtray is 
emptied into the wastebasket, and so on. 

In any scale, the Fagends are a vari
able and arbitrary composition, and 
there is no right way to show it. There 
are ways that I prefer and ways that 
others, who must take the responsibility 
for arranging it, may prefer. Like many 
of my pieces, each time it is photo
graphed, it is in a different arrangement, 
has a different over-all aspect. 

In colossal form, it has to be a park 
sculpture. Park equals ashtray. 

In the Fagends the ashtray becomes 
the sculpture base and, so, makes the 
base functional, like the plates under 
the food sculpture. 

Pool Balls ... 
Loose, the balls roll around and 

bump against the trees and the build
ings at the side of the park. Another 
thought would be to have them motor
ized like the gigantic, moving structures 
at Cape Kennedy. They could shift 
under control, so that every day as you 
got up in your apartment overlooking 
Central Park, the balls would be in a 
different position. They would be 
crawling all the time-all over Central 
Park. The effect is, of course, a pool 
table. The Balls would be different col
ors but not numbered. They would be 
hollow inside and could be used for 
housing or civic business. A whole 
Washington could be built this way. 
The positions would change all the 
time. It would be fun to have a constant 
movement of such house-balls back and 
forth across the whole United States. 

The Pool Balls are now a rather pure 
piece, like a palette of round colors, but 
it began as an altogether different piece. 
Playboy magazine commissioned me 
( and several other artists) to do an 

apotheosis of the "Playmate." To in
spire us, they sent tear sheets of "Play
mates" going back to the start of the 
magazine. As I pored over the hard 
and shiny breasts in the photographs, I 
was reminded of pool balls. I followed 
my impulse to cut them out, using a 
circle-maker, and arranged the results 
in a rack. This was the first form of the 
Pool Balls-the balls were to be dif
ferent flesh colors and each would have 
a nipple. 

Bowling Balls ... 
Park Avenue has· always seemed to 

me an especially violent street. The 
concentration of power there, of course, 
but I thought more of its purely physi
cal characteristics. 

The driving competition there is in
tense; it is where you will find more 
taxicabs than anywhere else, whose ag
gressiveness is aggravated by the down
ward slope and the game of lights
lights without a yellow interval-and 
possibly by the imagined haste of the 
underground trains which shake the 
pavement. All concentrate on the Ter
minal as on a target, there being small 
loop holes to the left and right for 
misses. The Champs Elysees runs up, 
but Park Avenue North funnels down
ward, hypnotically. The slope south 
from 96th Street is interrupted only 
once by a slight shelf which does not 
affect the momentum very much. 

Looking up from the Terminal, the 
stoplights arrange themselves in reced
ing red and green balls, far as the eye 
can see. Feeling pinned to the target, 
I externalized my paranoia as giant balls. 
They would roll down into a large por
tal arch in the Grand Central Building 
( certainly that grouping of buildings is 
one of the most violent and frightening 
in the world), then would be carried 
back underground via the railroad . .. 
to 96th Street again ... and from there, 
start down again-a constant flow of 
balls. They would be very large-10, 12 

stories high-in yellow, red and green 
like the traffic lights. Perhaps they 
should be chromed so that they would 
reflect the city as they rolled. 
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The balls are an attempt to make 
tangible my feeling that Park Avenue 
is a dangerous street where you can get 
run over and killed very easily. The 
balls intensify and monumentalize this 
danger. Imagine you're waiting at a 
cross street; you want to get across Park 
Avenue. One ball's just rolled by, an
other is bearing down not too far be
hind it. Ball after ball keeps coming; 
they don't respect stop lights. You must 
be very quick and clever if you want to 
get across. The traffic would continue 
to flow as things do in New York, no 
matter what happens. It would be just 
another obstacle in New York. You'd 
have to calculate the frequency and 
speed, etc., and there would be experts 
on that and betting, I suppose. 

Drainpipe ... 
Soft pieces are often supported on 

a T-like rack so that shape is common 
in the studio-old racks lying around. 
It's also my middle initial, which makes 
me aware of it. Specifically, I was play
ing around with the letter T as a title 
page for a section on my work in the 
catalogue of a show for Toronto-look
ing for an object that would fit this 
letter. This was in Sweden, and there 
I found an advertisement showing what 
looked like a soft drainpipe but was, in 
fact, a hard drainpipe demonstrating 
possible bends and curves. This fit the 
need for a T and was the first use of 
the drainpipe object. I later discovered 
that this representation of a drainpipe
in a T-shape with a twisting stem-was 
the trademark of drainpipe specialists 
in the city. 

When we went to. Toronto in Janu
ary, 1967, I sketched the Drainpipe in 
a waterfront situation that had sug
gested itself as we were flying in. Coro
nation Park, I later learned from the 
map. The monument has taken a civic 
center turn. It would have a waterfall 
in the front. There would be water in
side the Drainpipe, like in the submarine 
tower in New London, Connecticut. I 
also envisage a plastic top in the Drain
pipe where helicopters will land and 
underneath that, a giant swimming pool 
which might have a plastic bottom so 
that people could look down at Toronto 
from under water 850 feet up. At the 

base of the Drainpipe are two semi
circular structures used for civic events 
and conventions. On top, these struc
tures form a B-shaped piazza around the 
base of the pipe which people can use 
for strolling and watching the waterfall. 

" ... Now Niagara becomes obsolete 
and the subject of dull attempts to 
recreate forgottten thrills. Honest Ed, 
below, will still attempt to move his 
Niagaras in thin porcelain, but, on the 
whole, very few will want to buy them. 
Instead, there is much interest every 
Saturday in the new and cheaper re
productions of the Giant Drainpipe. 
Hong Kong, of course, has taken the 
trouble. By its surprising, accidental 
conjunction with the cruciform ( the 
horizontal-vertical of all our activities), 
the Giant Drainpipe is gathering respect 
and admiration in the catholically dom
inated provinces. One sees replicas 
here and there, a new note across the 
beds and bureaus. I have seen a quite 
well-made one in an igloo .... Finally 
the Drain emerges as an up-to-date tar
get of worship, a thing-in-itself, thor
oughly defended and licensed by the 
new metropolis of the North .... As a 
direct result, under this monument, 
Toronto turns into the first modern 
glutination of Istanbul, Stockholm, Cal
cutta, St. Petersburg, Magnitogorsk and 
Peking .... " 

Fan ... 
The Banana Monument for Times 

'Square leads into the Fan. The banana 
standing on my refrigerator demon
strated this: the transition was accom
plished through an earlier design of the 
Fan; it was a more modern Fan that had 
sort of a banana end. When you peel 
the banana, you get the four wings of 
the Fan (leaves). 

The Fan's first placement was on 
Staten Island, blowing up the bay. 
Later, I sited it as a replacement for the 
Statue of Liberty. This came about be
cause I had enjoyed, handled and copied 
the Statue of Liberty souvenirs. In their 
larger versions they give a sensation 
about equal to that of handling a small 
fan. (My copy was about that size.) 
Her spiked halo does suggest the fan. 

To substitute the Fan for the Statue 
of Liberty is to convey into the fan the 
enormous mass of the statue. To pick it 

up would take the scale and strength of 
a giant, and a giant might handle the 
statue as easily as one handles a fan. 

In "real" terms, the colossal Fan 
guarantees workers on Lower Manhat
tan a steady breeze. Or it is the inhabi
tants' representation, on their terms, of 
the reliable southwest breeze, a monu
mental version of nature. 

As emblem, the Fan might read: 
"Motorized America, the chopper." 
Once machines were all black (before 
they became svelte and blonde and blue
eyed )-possibly because machines were 
identified with evil. "Fan" means 
"Satan" in Swedish-there is that area 
to explore. There is a black fan and a 
white one-the theme of opposites in 
the context of superstition. I have a 
shiny black fan and a dry white fan
like the two angels, those winged vic
tories that walk beside you, the white 
angel and the black angel. One for day, 
one for night; turn to the left, turn to 
the right. If people want to find things, 
they are probably there. I recently dis
covered that the windmill is the logos 
of New York City. There were once 
many, many fans on the hills around 
the bay. 

Stevenson ... 
1. Two observations about London are 
embodied in this proposal: (a) the em
phasis on detail, i.e., smallness of the 
landscape and the English cult of small
ness; (b) the emphasis, or cultivation of 
obstacles. A small monument in obstacle 
form. 

Obstacles might be most felt in the 
feet, so something attached to the 
rectangle of a street stone which could 
be placed by substitution for an existing 
stone suggested itself. A friend sug
gested a pigeon decoy, which would not 
fly away as they usually do when the 
feet approached. This would add an 
element of surprise-you would ap
proach the pigeon and expect it to fly 
away, and of course it wouldn't, and 
you would fall on your face . 
2. Specific adaptation. Death on the 
street entered my mind probably 
through such a death of a friend in 



1966. He went out for a walk as he 
always did in the evening. He had a 
heart attack and died in the street. I 
found myself living near the spot where 
Adlai Stevenson died such a death, and 
the little monument idea took form as a 
modest monument to him in that spot. 

This then became the empty or 
dropped hat of the same material as 
the stone, discreet but likely to be 
tripped on. There would be no inscrip
tion. 

I think the Stevenson of legend, any
way, would have preferred this to some
thing . grandiose. I established that 
Stevenson wore a hat at the time of 
being stricken. The hat is bronze and 
set into one of the 24-inch paving 
stones, making it necessary for a pas
serby to watch his step, slow and be 
curious since the sidewalks are narrow. 

In this "monument" the object re
tains its own size. 

Kennedy Tomb ... 
A hollow casting is made of the late 

President on the scale of the Statue of 
Liberty. The original is taken not from 
the man himself, but from a photograph 
of the man, standing, his hands in his 
pockets, arms close to his body, legs 
together, figure stiff and erect. This 
gigantic casting is inserted head down 
into an excavation and the earth closed 
around it. The shoe bottoms are also 
covered so that the entire sculpture is 
invisible. An opening about the size of 
a golf hole is left at the top, through 
which the interior of the sculpture may 
be seen by kneeling or lying on one's 
stomach. There is no other way to see 
the sculpture. 

This hole is in the center of a square 
mile of grass carefully tended by an 
army of groundkeepers and bordered 
by trees. Nothing is visible on the sur
face except the men tending the grass 
and the line of sightseers waiting to peer 
down through the hole. The inside of 
the sculpture is brass, and here, too, a 
large staff is kept busy, polishing the 
sides by electric light from scaffolds and 
suspended seats, like the window wash
ers of skyscrapers . The illuminated 
golden interior contrasts sharply with 
the green and bluish free space above 
the ground. From the top of the in-

verted sculpture-from the "soles" over 
the absent "shoes"-the sarcophagus 
may be hung by a long wire like a 
plastic mummy case, head down in the 
posture of the colossal statue's invisible 
exterior, swaying slightly in a pendulum 
effect, responsive to the movement of 
the earth. 

All sculptors feel sorry that the in
sides of their work cannot be seen and 
appreciated. The insides of my soft 
pieces, with the light shining through, 
the drawings of the seams-=these are 
wonderful, as much more wonderful as 
the inside of the body is than the out
side. I am thrilled by visiting the insides 
of the Washington Monument and the 
insides of the St. Louis Arch. 

The Statue of Liberty was the first 
form of the underground monument. I 
proposed eliminating the exterior of the 
goddess entirely by burying it head first 
in the ground, leaving the exterior of it 
to be imagined. The scale would be
come more impressive than now, when 
it is lost in the bay. 

Windshield Wiper ... 
The Giant Wiper is an enormous 

blade attached to a hou sing on the· 
spot of th e now existent Buckingham 
(Buck y ) Fountain in Grant Park. Being 
obsolete, the fountain is remo ved. The 
housing takes its place, and twin rec 
tangular pools are construct ed, extend
ing south to Balboa Driv e and north to 
Jackson Boulevard. The se serve as 
swimming pools for the city 's children . 
However, from time to time the blade 
of the Giant Wiper descends into the 
water. If one doesn't want to get hit, 
one must watch it and get out in time. 
The Wiper blade rises again and drips 
water from its hollow and absorbent 
parts almost until its perpendicular 
crest, then descends dry toward the 
pool oppo site to repeat the operation. 
A rainbow may be form ed. The time of 
tra vel from one horizontal to the other 
may be adjusted. We start with fixing 
the time it takes a car to travel from 
Randolph Street to Roosevelt Road. On 
certain days communities throughout 
the city may decide on a different pace. 
A button in the Art Institut e will adjust 

it all. A frantic pace may be tried late 
at night. The Wiper may be illuminated 
in all colors. A solid fountain . The ice 
effects in winter will be marvelous, not 
to mention when the icicles break 
against the surface of the pools. If this 
monument pro ves to be impossible, I 
ask how then will architects honor their 
vow of instrumenting the imagination? 

The Wiper was partly suggested by 
the tall tapering shape of the Hancock 
Building. If you stand in Grant Park 
near the Buckingham Fountain where 
the Wiper is sited and look at the Han 
cock Building, it's as if you're seeing 
one long rectangle in perspective, which 
is the effect the Wiper itself would 
have. Here's an example of the coming 
together of choice of objects with a 
technology needed to realize it. An
other source: the Wiper defines the 
structure of Chicago because it's located 
on the Congress Expressway axis, which 
also happens to be the axis of Daniel 
Burnham's symmetrical plan for the 
city. Look at a map of Chicago and 
you'll see that the Wiper stands at the 
center. If you draw a compass line, it 
defines a semi-circular arc-the lake cuts 
off the circle. 

Chicago is a city of the meeting of 
water and land; a whole circle of the 
compass would be half water and half 
land. A wind shield wiper occupies a 
place where water and "dry land" meet. 
In Chicago, one is always looking at 
the wet lake from a dry spot . 

The Wiper makes the sky tangible 
in that it treats the sky as if it were 
glass. Making the intangible tangible 
has always been one of my fascinations. 
But "wipe out" is slang for "kill," isn't 
it? And the "Chicago typewriter," I 
realize, is a machine gun . 

The Giant Wiper may be a varia
tion of The Grim Reaper. 

The Wiper is cruel because it comes 
down into the water where kids are 
playing. Like the Bowling Balls careen
ing along Park A venue, the Wiper can 
"kill" kids if they don't learn how to 

get out of the way. 
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Drum Set ... 
The Drum Set is more a landscape 

t~an a body, a sort of grand Breughelian 
vista. 

The set would not have developed as 
it did without my experience of the 
mountain-enclosed cul-de-sac of Aspen 
Valley-or of the particular view from 
our window, looking west from the 
duplex in the place called "the Alps." 
I recall identifying the startlingly pure 
white shapes of the thunde rheads illumi
nated along the ridges of the hills 
around in night storms, with drums ( to 

the accompanying sound) and the sight 
of Red Butte against the sunsets, which 
inspired the placing of the pedal there, 
to strike against the technicolor sky. 

I have a monument plan for the 
whole Aspen enclosure, distributing the 
parts of the set in the eastern end of 
the valley in the manner of Hoover 
Dam-the bass drum facing eastward, 
receiving the light of the setting sun, 
like a sun superimposed on the moun
tains . 

Inside my Drum Set light is like the 
interior of a circus tent at noon. The 
Drum Set may be compared to archi
tecture. Wooden sticks then become 
poles and spun metal cymbals become 
roofing. The inside of a drum is full of 
invisible sound. The rim reminds me of 
a circus "ring." The colossal version of 
the Drum Set is rationalized as a plea
sure palace for concerts, circuses, etc., 
sited in Battersea Park. The sides ( or 
hides) of the drums could be rolled up 
in the summer to let in the weather; 
when down, they would glow with 
inside light like the drums in old Hawai
ian bands. 

My first and only musical instru
ment was a set of drums ( called traps), 
bought when I was fifteen from a pawn
shop on Halsted Street in Chicago. 
I used it to get attention by opening 
the windows and playing as loud as I 
could. 

I like "rim shots." I have always liked 
working close to edges. 

Whatever is not heard is heard. The 
ring of the silent soft telephone is 
"heard," the typing of the silent soft 
typewriter is "heard," and the sound 
of the silent soft drum set is "heard." 

Sound ( or absence of it) is a sculp
tural technique. 

OHIO 

Drumheads are always being tight-
. ened. The softening softens the sound 
as well as the surface. It retreats from 
impact ( while it shows the effect of 
impact). 

The Drum Set considered as ex
terior, i.e., with its interior volume 
filled, for example, with concrete. 

Drum Set equals OH I 0-H and I, 
the pedal. Also, "Hi-sock," the foot 
cymbal. 

COLOR AD 0 : 0-bass, 0-snare, 
0-tom-tom. 

O's and O sounds, like Frank 
O'Hara's poem, "The Buddha Preach
ing," function on O sounds. 

The Drum Pedal is as conspicuous a 
device on the skin of the bass drum as 
the genitals are on the male body . The 
Drum Set is the image of the human 
body. It is a body of both sexes, a bi
sexual subject. Anyone who has traveled 
with a drum set knows that it must al
ways be disassembled and assembled, 
packed in boxes. The organ of the 
pedal-for example, the masculine ap
pendage-is detachable, and so are the 
breasts ( cymbals). The womb (bass) 
has its own box. The set is like a jointed 
doll. 

The wirebrush fans are like webs or 
fins or toes spread. 

There is a great emphasis on setting 
up and taking down, to an exaggerated 
degree for a work of art. Because of 
the softness of the drums, the broken 
sticks, and the large amount of unruly 
detail (more than in any piece I've made 
up to this time), the piece never seems 
to achieve stability or order, and so, 
contradicts, in its soft version, the con
cept of unity and purpose stated in its 
image or real version. 

Drum Set is an unmade bed. Sleep 
Set, all gravity. 

It is a state of nature, a condition, 
that I want to represent above all-the 
large formal realm of softness, which 
one's own body suggests. Sculptors 
have depended on water for this, but 
water is too natural and moves too 
much in real time for me. 

Onl y hard originals are taken as sub
ject for softening. Softening may be 
seen as pacifist wish fulfillment ( soft 
car, soft gun), endless staying in bed, 
pleasure, as championing drugged im
potence, transvestism, melting of bar
riers, subversion, as anti-ambition, as 
the projection of bod y, of author's 
bod y, or calling attention to the great 

neglect ed formal realm of the non
rigid (airship). Whatever is required
soft is generous. 

The last act, of softening the thing, 
is like a climax, a death blow to its 
functionality and classicism. The object 
is reduced to nature, left a heap. Its 
soul, one may say, rises to the heaven 
of things in the "ghost" form. Its exor
cised spir it returns to the realm of 
geometry leaving a pile of wrinkled 
laundr y. Christian Science. Amen. 

Scissors ... 
In the New Washington Monument, 

there is an interest in national symbol
ism, particularly the Great Seal, which 
was the starting point. It was a matter 
of translating the seal into a familiar 
and simple object for my purposes. 
Both sides of the seal are planned on 
an X pattern, the eagle and the pyra
mid (the upper part of the X invisible). 
The seal has an eye, the eagle has a 
beak, and the United States ' obsession 
with division ( "united we stand. . . ," 
etc.) all suggested a scissors. The scis
sors, in my morphological index, are a 
variation of the fan. A strange intoler
ance of division, separation, in the 
U.S.A. is expressed by the cruelty of 
the scissors in obtaining union : as the 
scissors close-unifying-they separate 
the material they close about. 

Like the scissors, the U.S.A. is 
screwed together-two violent parts 
destined in their arc to meet as one. 
The scissors have played as important a 
part in U.S.A. history as the neoclassic 
inheritance from the French architects 
around the revolution ( the last brilliant 
symbolist architects). Betsy Ross cut 
her flag from a dress, didn't she? Scis
sors have cut ropes and made clothe s. 
The capacity to separate material is as 
great an invention as fire and the mir
ror. When the mirror is shattered, it 
associates with the scissors and its parts 
are flame-like. It is one of those inter
esting words that can be singular or 
plural-the screw eye seeing to that. 

The scissors are an obvious mor
phological equivalent to the obelisk, 
with interesting differences-metal for 
stone, humble and modern for ancient, 
movement for monumentality. Climb
ing the obelisk is a wonderful experi
ence; it's like descending a mine. 



The final form of the Scissors is the 
result of a Scissors Talent Hunt. I drew 
and copied and enlarged many scissors, 
domestic and foreign. The drawings and 
templates were then left lying about 
the studio. I combined them one day 
without thinking of which part be
longed to another, to produce an "ideal" 
pair of scissors. 

The handles of the monument are 
underground, balanced in great troughs 
which may be looked into. The han
dles are red. The blades part in the 
course of a day. At evening, the colossal 
red handles rise above the ground; they 
sink out of sight again when the sun 
sets. The closing continues slowly all 
night until dawn when the colossal 
blades are joined, forming a structure 
like the obelisk, catching the sun's light 
at the tips. 

I carried the scissors subject to Los 
Angeles in a full-page ad I took from 
the New York Tirnes, showing a scis
sors for every use. In Los Angeles I 
enlarged chem and made patterns of 
the scissors I liked best and drew them 
on canvas. Janet came each afternoon 
to pick up a pattern and returned the 
next day with another soft scissors. 
When I had enough, I hung chem to
gether in the air, remembering the 
phrase "nest of scissors." The result was 
a long way from the identity of the 
original subject. Most people wouldn't 
know what it was if it weren't for the 
title. 

The scissors cut both ways icono
graphically, male and female. They're 
phallic, of course, but also line draw
ings of ovaries. The fiercest scissors in 
my mind are the scissors of the man 
who chases the boy in Struwwelpeter, 
to cut off his thumb. 

Hole ... 
PLACIO Crvrc MoNUMENT, Oct. rst, 1967 
Location: 
Central Park, behind the Metropolitan 
Museum, northwest of Cleopatra's 
Needle. 

Instructions: 
1. A level area of ground six-feet long 
and three-feet wide is neatly excavated 
to a depth of six feet. 

2. After a short interval-say, a break 
for lunch - the excavated earth rs re
placed. 

The turned earth is neatly raked 
with attention to clear edges and the 
ground left unplanted. It may be re
seeded at a later date. 

Description of tbe work: 
1. I08 cubic feet of Central Park ex
cavated and reinserted. 
2. Underground sculpture, consisting 
of the material in an excavation six feet 
by three feet and six feet deep, in Cen
tral Park ... , and reinserted. 
3. Environmental sculpture, consisting 
of the material in an excavation ... , its 
relationship to its surroundings and all 
related objects, persons and events
past, present and future. 
4. An event, consisting of the breaking 
of Central Park ground and its conse
quences. From the action of the shovel 
through the actions of press and bu
reaucracy. 

The work is a gift to the city of 
New York. 

C. Oldenburg 

This was my first public monument, 
beginning at the beginning-with the 
hole itself . Everything counts-I've al
ways said. 

It satisfied, literall~,, the requirements 
stated bv the name of the exhibition: 
Sculpture in Environment. The grave 
connotations were difficult to avoid and 
certainly were encouraged, but perhaps 
there would have been less of that asso
ciation if the horticultural diggers
whom we first approached-had done 
the job. They reportedly could see no 
reason for a hole if nothing was put 
into it and did not want to work over
time. Instead, city gravediggers were 
obtained. 

Very few people attended the actual 
hole-digging, but it acquired notoriety 
because Tom Hoving mentioned it in 
a TV broadcast held at the Whitney 
Museum the same time the Hole was 
being dug. He was talking to Mayor 
Lindsay on TV and the mayor asked 
him if they were going to bury him 
(Hoving) in the Hole, which made it 
necessary for a New York Times report
er to call me for the background on my 
return from the park. The piece ap
peared in the paper next day and went 
out on the wire services. This satisfied 
category # 4 in the description of the 

work. Among the many comments on 
the work, the reaction I like best was 
from the Toronto Globe and Mail, 
which ran a blank space where its polit
ical cartoon normally appeared on the 
editorial page. That is, they translated 
the idea into another technique or 
medium-never mind their indignation. 
These notes were written on my return 
from Central Park October 1, 1967, 
after The Hole was dug and in the days 
immediately following. 

Notes at the Hole opening 
Diary of the Hole 

Monument for a City Park: The object 
unidentified (UFO). Burial of an un
identified object. (Pathos of this. City 
pathos.) 

"Some say it was a body" 

"Some say a bag full of cats" 

"Some say he dropped a dead dog in 
there" 
"I heard it was the corpse of JFK, 
ghouled up in the middle of the night 
and brought here" and so on 

A silver ladder 
I heard it was a gold bicycle stuffed with 
hundred dollar bills 

A toilet 

his wife's ears 

an icebox full of uranium 

4 collectors two alleycats (dead) 

Edgar Allan Poe's handkerchief 

These be things that were not buried, 
as certified by myself 

(sign.) 

(seal) 

the hopes of a city lie buried here 

Winter comes the monument is 111-

eradicable ( only an earthquake) 

Central Park land is sacred to the city 
and expensive, you bet 

Proposal for a monument-shadow only 

Grand opening at the cemetery 

Winter goes-grass grows ( my grass) 

If people have not dug it up out of 
curiosity or greed, for who can believe 
nothing is buried therein, not to men
tion the rumors thereof 
(Buried Treasure) 

Inside the body of the Earth 

A tunnel to China 

Earthworks 
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A trap for wild animals ( an ocelot came 
by) Kids said: a trap for kids ( for 
Gooks? for Mexicans?) 

McDarrah remembered discipline in 
army "six by six." How long did it 
take?-as long as it took 

It was Virgin ground the Digger com
mented 

This sacred ground. This poor grubby, 
beat-up sacred ground. We freshened 
it up, we turned it, we put some of the 
1967 soot down at the bottom, roughly 
, ,000,000 years ago, and brought some 
of those dinosaur tracks up for all to 
see ( or the land soft pad by Injuns) 

Down into Earth's time like into tree. 
Therefore, a sort of time monument 
(time-space) 

The diggers were conscientious of the 
geometry and "loving," as Doris said. 
True. The rake is subtle 

Dangerous, because the associations at
tract interpretation as prophecy-coin
cidence, which leads to practice of anti
magic against one (but my act is a pro
tective magic form) 

the sort of fooling-the-gods that Steve 
said the Indians do, lying about having 
a son, dressing him in women's clothes, 
cursing "her" and the gods for giving 
"her," to keep them from taking him 
away. 

The sculpture is placid-it lies down 
and looks up at the clouds, or it stands 
and looks at the grass, or it hides its 
brains like an ostrich. 

The event is composed of all its parts, 
which was steadfastly ignored by spec
tators. Including all that is related to 
the event but which did not happen at 
the spot of the event. Discussions, argu
ments, etc., within the aesthetic bu
reaucratic structure of the big city. 

The setting up of it was the event 
The event has phases in time: prepara
tory manipulations 
Oct . ,, Pulaski Day, 10 A.M. Sunday 
ground broken 

grave dug, w:30-12:30 

lunch time ( about Yi hour) 

grave filled (Local 65?) 

trimming and cleaning up 

Leaving it 

And now: 

Each day it is visited by the Parksman, 
and some of the dirt which did not fit 
back in, replaced, because the rain and 
the weight of the dirt tend to depress 
the surface. 
It is seeded by the Parksman ( and per
haps by others-some exotic growth) 

The artist is communicator, and from 
experience he knows how difficult it is 
to communicate the pure sense of being 
alive. His life is a constant discussion 
with his audience over some small part 
of the earth which he has isolated, made 
or imagined • 

The Central Park Monument is a soft
ened piece of surface 

The grave form was chosen because of 
its high associational value; thus, the 
discussion can be more intense because 
I will, for my artist's part, maintain that 
the grave association ( or pit or trench 
or tunnel, etc.) is not the point. While 
admitting it (deliberately) obscures the 
point, in order to throw my artistic rea
sons into sharper relief 

If I had buried something, that thing 
would have been the focus of attention 
(a "sculpture," an object). By not 
burying a thing the dirt enters into the 
concept, and little enough separates the 
dirt inside the excavation from that out
side ( a thin line if represented in a 
drawing) so that the whole park and 
its connections, in turn, enter into it. 
Which means that my event is merely 
the focus for me ( on the one hand) of 
what is sensed, or in the corner of a 
larger field, if the focus is placed else
where as, for example, looking at a ball 
game or a girl or, in fact, the Obelisk 
Cleo's Needle, which is a monument 
of the concentrated object kind. (CO's 
needle) A monument which I believe 
was excavated-one explanation given 
was that we were re-burying the needle 
(in haystack) 

This is the spot I played when this high. 
I repeat, this is the spot where all played 
this high 

In Lincoln Park, Chicago, such digging 
would have uncovered lnjun bones or 
bones from the , 87, fire 
It did 

We visit this spot now for years watch
ing it disappear and become again sur
face. This thing we broke like a wound 
on the Sunday A.M ., the shovels curv-

ing to a point, expertly diving in, turn
ing up ( no "probe" had been made so 
we did not know if rock would be 
struck, but I had picked a soft looking 
"high" spot .) 

As in buried treasure , the shadow of the 
tree falls, etc ., on such a day at such a 
time . There. Dig-X 
MonumentX 

Some wanted to package the dirt in a 
container of the same proportions and 
sell it like holy water or Duchamp's 
Paris air but I did not-hadn't even 
thought there would be dirt left over, 
but of course there was; and hadn't even 
thought that amid the fading green like 
Lady Macbeth-My God, how red the 
dirt was! 

(Design a Park) 

To Dorothy : when this monument 
fades, commission a "real" monument 
above ground. 

caught a cold back there 
in the windy behinds of the Met 

catch your Met of cold 

I learned simplicity in the Park in 1957, 
drawing the cracks in the pavement 

The sound of the shovels, beginning 
The jar to the mind and senses of the 

rupture 
The look of the earth coming up from 

under skin 
The shape of the turf's hair 
Rocks 
Helicopter flies over just this spot. Ball 
games assemble "Still digging, eh? How 
far you gonna go?" "Look, they're dig
ging a hole ." 

Horse 

Dog 

Ass in jeans 

My tension makes the film jump. The 
film is home movies is diary 

Looking into a hole, coming timorously 
closer, looking for the bottom . A fine 
diagonal divides a wall of the hole into 
shadow and light. And behind the 
mound of the excavated earth, and be
fore, the tools lay like emblems 
the measuring tape included 

What is the value of this piece of prop
erty, that would be the value of the 
sculpture (someone says) 



Is it art? No, it's an aesthetic event turn
ing the mechanism of the city into aes
thetics, i.e., nonfunction (by some read 
comedy) 

Art leads into nonfunction age 

art event ( bring in time) 

It is modest because we need modesty. 
A nice contrast, I thought, to the 
pomposity that "civic" sculpture always 
generates 

Japanese 

There is no need to build sculptures. 
We do so, only showing our ambition 
and proving that we are not enjoying 
the things that are on this earth 

This is the first clean dirt I've had my 
hands in in New York, and it took enor
mous pressure for me to rupture the 
surface and get my hands clean-dirty 
with the damp red soil under the soot 
superstructure. 

I'm only sorry I didn't bring my spade 
for the fine edge work 

Mama says when you go to Stockholm 
don't forget to visit the graves, and 
gives me a map 

Is it a happening? Yes, defining a hap
pening as a delimitation of activity ( a 
sort of city or state, i.e., Colorado de
creed a Happening) 
But call it event, capital E 
Should have been filmed in entirety 
with unmoving camera 
(no body film) 

Is there anything in it? 
I won't tell. Oh, all right. Yes, there is 
What is it? 
That, I won't tell 
( It's dirt-shit-gold) 

Someone pointed out when excavation 
completed, the hard-soft combination, 
hard hole-soft mound 

Too soon contacted for my rationaliza
tions. Proceed by intuitions. Others be
lieve, of course, I proceed from ra
tionalization rather than toward it, 
from act 

The main thing about the monument is 
that it's nonvisible, gone underground, 
removed in the night, and that man has 
gone and done his modest thing and 
now earth enjoy yourself. Man's grave 
or non-grave 

or Burial is ridiculous ( as Fuller says) 
but moving of earth is beautiful and has 
an inherent value 

Though only in America (officially) is 
a part of the effect. 

The entanglement and survival of red 
tape important. An anti-authoritarian 
personal act. Say let each person in 
New York have a plot of ground to do 
with what they want, make their own 
garden-such a Central Park 

Kropotkin Story of an Anarchist 

In our society structure people are 
taught to need very little freedom and 
they get not even that-give that, and 
you give a lot 

A store is rented and chairs arranged in 
bleacher form, and people pay a nickel 
there per hour to sit and watch the 
street. And there are binoculars 

Relax, Monument. It is no longer nec
essary to do, do, do 

Skirts-Raised Day. On this day women 
wear what they normally wear but pin 
their skirts up to their necks, or raise 
them at, say, 12 Noon during the air
raid siren. 

The first idea was to bury drawings 
of "impossible" monuments in a cap
sule for later times when they would 
become possible. However, a capsule 
seemed too object-directed and, in
stead, nothing was buried. 

The response by affirmation of fantasy: 
the invisible or only personally visible 
monument. 

The conceptual monument affirmed. 
Graphic representation is abandoned 
completely, and the presentation is 
simply in prose, a literary form of the 
monuments. The monuments become 
focuses for events either imaginary or 
"real," as in the Central Park case 
which involved the whole bureaucracy 
of the Park Board 

It is still fun to draw, however, and one 
should never neglect what one likes to 
do and can do. 

One point I did want to make: no one's 
listening ( though everyone's produc
ing) 

I must say I have a strange love affair 
with this city 

we discussed how society methodically 
assassinates those who try for and might 
achieve reform. I was thinking of Negro 
leaders. Fred asked me if I knew of any 
assassinations, past, present or planned 
of artists. But artists are ( 1 ) self-de-

structive and ( 2) considered ineffectual. 
I suppose if artists began to interfere 
with things as they are, they would 
also become targets 

Grave is a perfect (anti) war monu
ment, like saying no more 

a whole trend of seeing invisible monu
ments, hallucination monuments like 
the watcher high at the excavation, 
supersensing, or a movement of "grave" 
digging 
as protest 

People are supposed to use it for their 
purposes. It offers, as usual, any inter
pretations, and they will give it a name. 

It is nothing in itself 

The buried sculpture reminds one of 
the "time capsules," so-called, which 
were popular about twenty (?) years 
ago. Material of the current times was 
placed in a moisture-proof container 
like a torpedo, which was inserted ver
tically into a deep shaft dug into the 
ground. Visualize a burial of sculpture 
in a park ( Central Park) at a difficult 
time and under heavy guard so that the 
thing buried (which will have nothing 
to do with the time capsule) is never 
seen. It will be much speculated about, 
but its true nature will ever be closely 
guarded. 

Invisibility in the most material of the 
arts. Out of sight but not out of mind. 
The piece must never be found. Which 
may not prevent many holes being dug 
in the Park-public sculptures by the 
public, such as dogs make day and night 
with hardly any audience . 

The film was made because the act of 
digging and shoveling and the color of 
the naked earth and its movement-the 
physical nature and the time quantity of 
the "sculpture"-were not conveyed by 
an account of it, or its aftermath. 

I felt great excitement at the moment 
of first incision of the shovel. The first 
shovelful was surprisingly red and ac
counted "virgin" by the diggers. 

The film in Super-8 should be projected 
at five frames per second. 

Interplay of the conceptual and the 
natural, the imaginary and the actual. 
The hole is about the contrast between 
the imaginary cubic area ( as repre
sented by geometry with an inside and 
outside) and the same area as repre
sented by "dirt"-nature, in an exca-
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vated ( non-natural separation), pal
pable and changeable form ( particles, 
particles as dirt heaved through the air, 
as a conical pile, etc.) 

The grave of Perspective. Homage to 
geometry. 

The BM (Burial Monument) is not 
frivolous. In fact, it is a frightening in
troduction to a year of burials ( don't 
be melodramatic). One hopes that all 
climaxes will not come at once. 

Wardrobe (for M.M.) .. . 
In the Ghost Wardrobe the human 

subject was approached through objects 
again -thi s time through clothing. The 
decision to make a wardrobe came after 
hearing a description of Marilyn Mon
roe's New York apartment as it was 
on the day of her death. A closet is 
visualized with three items of clothing 
imagined on the closet pole: a short 
costume (bathing suit), a medium
length costume ( afternoon dress), and 
a full-length costume ( evening dress). 
Specifically, the bathing suit from her 
final film, the dress from "The Seven 
Year Itch," and the evening dress once 
worn at a rally for Kennedy in Madison 
Square Garden. To make the items 
unique, I revived an earlier idea of mak
ing clothing that consisted only of the 
seams, like a line drawing, represented 
by string or twine. 

Two years before, I asked Rachel 
Drexler, who was helping in the studio, 
to make such dresses on herself, which 
became more of an event than the pro
duction of any usable sculptures, since 
she made them so tight that they had to 
be cut off . Girl-helplessness, bondage, 
self-ensnarement were part of the 
Marilyn Monroe stereotype and that 
gave rise to the association, I suppose. 
The slippers were made with an ice
cream scoop in plaster for the "puff." 

The result was severe, like the skele
ton in an anatomy class, though the 
"ghost" in the title is also the estab
lished term to distinguish canvas pre
liminary models from finished ones in 
my work. 

The piece was made for a theme 
show on Marilyn Monroe held by the 
Janis Gallery. I thought it was much 

too literary until I met Tom Hess after
wards who said he couldn't understand 
what the piece had to do with Marilyn 
Monroe. I decided then that some 
pieces do need footnotes. 

Typewriter ... 
In Chicago, we lived in the same 

building as my father's office, and on 
weekends I had the run of the office, 
playing with the machines there, espe
cially the typewriter, which has always 
been one of my best friends. 

Years later, I worked as apprentice 
reporter and re-write man at the City 
News Bureau of Chicago . The particu
lar function of this bureau was to cover 
events too trivial for the big papers to 
bother about, but which might unex
pectedly develop into an important 
story. One such was the recurrent an
nual possibility that Clarence Darrow 
might return from the dead-as he had 
arranged to do with a businessman from 
Detroit . Each year the businessman 
came to a bridge in Jackson Park, 
famous because the typewriter which 
figured in the Loeb-Leopold case had 
been recovered there. That was the spot 
Darrow had chosen. 

Kneeling on the bridge and reading 
from some pamphlets of Darrow's most 
famous speeches, the businessman tried 
to invoke the lawyer 's spirit . The year 
I covered the event, it snowed and there 
was much cynicism among the specta
tors. One spectator claimed he came 
every year and always saw Darrow 's 
spirit, though no one else could. 

In the monumental version of this 
event, a reconstruction of the Type
writer ( somewhat larger) slides up out 
of the muddy waters of the lagoon-in 
response to a nickel inserted into a slot 
on the bridge railing. 

The Museum of Science and Indus
try is located not far from the site . This 
museum is full of demonstrations similar 
to this, like the famous descent (for a 
quarter) into a fake coal mine. 

Sullivan Tomb ... 
The legend of Louis Sullivan in

cludes the story that, toward the end 
of his life, Sullivan was forgotten and 
forced to sleep in a broom closet in a 
hotel on the South Side of Chicago, 
cared for surreptitiousl y by the em-

ployees of the hotel. He was visited 
there and found to be too weak to reach 
the bare light bulb that burned over his 
head. 

This broom closet in monumental 
scale becomes the tomb for Sullivan to 
stand in Grant Park in front of the City 
of Chicago. 

The structure is forbidding from the 
outside . It looks like an antique bread 
toaster, or an obelisk, or the Hancock 
Building lengthened verticall y . It is a 
high steel box with sloping sides set on 
a smaller box-pedestal with entrances 
by way of escalators under the over
hang of the big box. 

The outside walls are sleek and dark 
and culminate in a peaked roof covered 
with a construction that combines Sul
livan's ornament in an effect of moss 
or a thatched roof, drooping over the 
sides. There are several buildings in 
Chicago that start out as clean sky
scrap ers but end in a church or a Swiss 
chalet . I feel this way about Sullivan: 
he's of both centuries. 

The silent escalators take one up 
into an enormous room completely shut 
off from the light and climate of the 
outdoors-the only room in the tomb, 
the interior of the "broom closet," filled 
with a brown light that fades into dark
ness at the top. One can barely discern 
a vaulted ceiling covered with copies of 
Sullivan 's organic designs which reach 
down along the walls and dangle in the 
air like stalactites in a cave. 

On entering, one is standing in a 
walkwa y about 30 feet wide, which runs 
around the colossal 600-foot long figure 
of the reclining Sullivan . At first, one 
takes it for a mountain, especially since 
the body is covered with cloth, like 
Lorado Taft's Statue of Death. Only 
the enormous head with beard is visible. 
The rest of the body, including the arms 
and hands, is conve yed by folds of the 
"bedco ver ." The eyes are turned 
straight up and never will be seen. 

Graduall y , one gets used to the 
crepuscular light . One sees only parts 
of the man, and the effect is rather ab
stract. From the center of the ceiling 
hangs a colossal unshaded light bulb, not 
lit equal to its scale, but glowing softly 
from the lights of thousands of small 
bulbs inside. 

When one returns outside into the 
hot dull day, one can hardly believe the 
experience . 



The Memorial to Baseball, Comiskey 
Park, Chicago, 1967 ... 

Comiskey Park is shut down and 
completely restored. Enough white 
plaster figures in typical attitudes ( five 
or six variations) are obtained to fill the 
stands, as on the Sunday of a vital series. 
Casts of the players are also made and 
placed in the position of playing ball . 
Visitors are strictly excluded, though 
color postcards are obtainable in front 
of the memorial. The monument is 
fairly visible from the air. The only 
person allowed inside is the grounds 
keeper. The grass is kept neat, healthy 
and green around the immovable fig
ures. 

The Memorial to Pinetop Smith, 
Chicago, 1967 ... 

This is a wire strung westward over 
North Avenue (like the wire of the 
electric CT A bus) from Clark Street 
to the city limits or beyond. At inter
vals of 15 minutes, a blue impulse travels 
along the wire. In a split second, it 
moves from Clark to Austin Boulevard. 
Along its path, the impulse touches off 
a blue light at the intersection of Lar
rabee Street. Near there, according to 
legend, Pinetop Smith, the inventor of 
boogie-woogie, was killed. The light 
burns about a minute and fades away. 
The monument ignites each evening at 
the same time as the city lights. 

Bats ... 
( Spinning Version) 

The Bat is a cone-shaped metal form 
about the height of the former Plaza 
Hotel, placed with the narrower end 
down at the southeast corner of North 
Avenue and Clark Street. The Bat is 
kept spinning at an incredible speed, so 
fast it would burn one's fingers up to 
the shoulders to touch it. However, the 
speed is invisible, and to spectators, the 
monument appears to be standing ab
solutely still. 

The original bat was made for a 
happening in 1962-"Sports." Lucas 
Samaras snapped it through the air, and 
it later came along on picnics. A formal 
version was made in 1966, adding a 
black bat. In a photo it appears to be 
the shadow of the white bat; closer in
spection shows the shadow, too, has 
bulk and comes out in front of the white 
bat. 

It's among those pieces that feel their 
way from the vertical (wall) to the 
horizontal (floor). Only a soft bat can 
form a graceful connection and experi
ence an impression of the floor it rests 
on, like a foot or pussy cat. 

A soft bat was reproduced for a soft
ball game between poets and artists at 
Aspen in 1967. 

Bed-Table Lamp ... 
The typical position of a bed-table 

lamp led to this proposal-a small object 
in an open area beside a larger object. 
Chicago is thought of as a bed, and the 
result is a "colossal" Bed-Table Lamp 
on Navy Pier . A variation of this is the 
Colossal Rear-View Mirror which re
sults if Chicago is thought of as a car. 

Smoke . . . 
Chicago is flat, and it has a big sky. 

Some of the most beautiful things I saw 
in Chicago were clouds . Also, the city 
has a big fire in its memory, and there
fore smoke is a good subject for a 
sculpture there. One can make smoke 
any shape one wants and be convincing, 
so that imitating smoke involves more 
decision-making than imitating other 
objects. I chose some smoke on a windy 
day when it was draped across the land
scape-I would have that rendered solid, 
like a curtain on the west side of the 
city. I would literalize the vision of it. 
In April, 1968, I watched parts of the 
city being burned. The people who set 
the fires intended it to mean something. 
That could be called making a monu
ment. 

Rendering smoke solid might have been 
suggested by the talk-balloons, which 
in comics are part of the landscape. 

The Cigarettes With Smoke look 
like the tube, with its contents naked
the tube sheath removed. The cylinder 
of the cigarette would be the exuded 
paste and the lumpy part, the paste un
shaped, inside . Of course, it's the 
Bat, too. 

It's the "live" form of the cigarettes, 
later shown snuffed out, on top of the 
Double-Nose / Purse / Punching Bag / 
Ashtray . 

If the Punching Bag is extended, and 
if its disk is made small in diameter 
while increased in thickness, the result 
is Cigarette With Smoke equals Punch
ing Bag. The Punching Bag of 1968 
shows this change half way. The handle 
of the Bat may be thought of as a ver
sion of the disk in extended thickness . 
If so, Bat equals Punching Bag. 

Spoon .. . 
The piers that jut out into Lake 

Michigan are favorable sites for my 
proposals. There's the right amount of 
isolation so that the colossal object can 
be seen from all sides and from "sea 
level," where it appears most impres
sive and least recognizable. One sails 
up to it on Sundays to experience the 
curving forms. 

Clothespin ... 
The clothespin is cousin to the banana 

and the scissors, both favorite objects, 
and there are many types of clothespins, 
all with human presence-leggy struc
tures, structures of solid engagement 
clamped to fabric on a rope. 

When I flew to Chicago in October, 
1967, I took along an old-fashioned 
wooden clothespin because I liked its 
shape; I also had a postcard of the Em
pire State Building. I made a sketch, 
superimposing a clothespin on the post
card; then I stuck the clothespin in a 
wad of gum I was chewing, and placed 
it on the little table in front of my seat. 
As our plane came over Chicago, I no
ticed that the buildings down there 
looked the same size as the clothespin. 

Later, back in New York, I worked 
the pin up as a skyscraper, inspired by 
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recollections of the Chicago Tribune 
Competition of 1922. Among the de
signs submitted were several versions of 
a skyscraper in the form of a column, 
including one by Adolf Loos: a build
ing in the form of an Indian with raised 
tomahawk, and another in the form 
of Skeezix, the comic-strip character. 
My clothespin seemed to belong in this 
company, especially since it had a goth
ic look-like the winner, still standing, 
the Tribune Tower. 

The "spring" of the Colossal Clothes
pin is a tunnel through which the wind 
can sound. The area between the "legs" 
would also be a huge wind tunnel, with 
blue glass facing the inside. The rod of 
the spring along the side of the build
ing would be glassed in and contain a 
restaurant. 

Alphabetical Characters ... 
Sitting in a car and watching letters 

silhouetted against the sky has always 
seemed to me the basic Los Angeles 
experience. Some of these letters are 
colossal-the M and the T on Pico Bou
levard. Another source of the associa
tion of letters and landscape is the map 
of the area one has to consult. I imagine 
the coordinates, for example, con
structed to cover the territory they fill 
on the map, or a colossal alphabet spilled 
haphazardly over the basin-an effect 
like an earthquake. The characters be
come landmarks of the community. 
One may say, "I live down by the L. 
You know, you can spot it from the 
freeway." It may ease the sense of loss 
at the removal of the verbal element 
from telephone exchanges. A city is all 
words-a newspaper, an alphabet. 

I suggested making buildings out of 
the letters of the word that describes 
the building's function. A bank, for ex
ample, using B-A-N-K in colossal form, 
or P-0-L-I-C-E for a police headquar
ters. Arguments about how a building 
should look would be reduced to ar
ranging these huge letters . Such struc
tures would blend well with those exist
ing in Los Angeles. I like the police 
building because of its impenetrability. 
The dot on the i could be a searchlight. 

Nose ... 
I was involved with the nose as an 

object or a detachable portion of the 
anatomy like the knees. The nose 
seemed to be a good object to use as a 
tunnel entrance; for example, on the 
freeway to Pasadena which goes 
through several little hills. 

Pasadena Art Museum ... 
A topic of conversation when I 

came to Los Angeles in 1968 was the 
new design of the Pasadena Art 
Museum, pro and con. At that time, 
the museum was only known through 
plans and drawings. Someone said it 
looked like a collection of plastic con
tainers in the refrigerator, which prob
ably led to thinking in terms of cans. 

I looked for an alternate design 
among the many objects reproduced in 
the Los Angeles Times. An advertise
ment for pipe tobacco and cigarettes 
called "Half and Half" seemed ap
propriate. You need a bookshop and a 
restaurant; these would be in the ciga
rettes-the space increasing as you pull 
the cigarettes out farther. The next 
large space, the pack itself, would be 
for exhibitions. The largest space of 
all, the half tobacco tin, would be for 
the auditorium, the space in which 
people talk about art or show films of 
art. Half to show art, half to chat about 
it-it seems to be a very functional 
design. 

I opened an actual tin and decided 
the twisted-off part of the lid, if en
larged, would make an excellent mod
ern sculpture. The texture and color of 
tobacco could be retained as facing on 
the auditorium building. 

Daley Monument ... 
Time magazine christened this draw

ing "Daley on a Platter." It wasn't my 
title. It is a colossal monument. I was 
thinking of giant toppled Mexican 
heads or Easter Island, all the fallen 
heads of archaeology and of the Bran
cusi "egg" (headlight), which fused in 
my mind with thoughts of the Punch
ing Bag and a symbol which was every
where displayed during the 1968 Con
vention: a straw hat held by a hand in 

greeting. "Welcome to the Friendly 
City"-which I inverted, making it a 
fallen hat. Time missed the scale sug
gested by the little dashes for people, 
or perhaps I failed to give a sense of 
bigness. 

The time is the future, and citizens 
are planning to put up a monument to 
Daley, who is long dead. They decide 
that he is best remembered for having 
given the city a bad name, from which 
it never recovered and, what's worse, 
for causing the election of the opposite 
party at a crucial moment. If he's going 
to be a hero at all, then he is somewhat 
of a flawed hero, or a fallen hero, which 
is literalized in the huge head that is 
subsequently carved at great expense 
and placed on the spot where the 
Buckingham Fountain now stands in 
Grant Park. In banging his head on the 
ground, the monument recalls those 
other heads that got banged on the 
ground. Very late, indeed, but per
manently he gets a taste of his own 
medicine. 

This was the thinking back of the 
piece and not overtly, anyway, or in 
any simple way, decapitation. Before I 
drew it, I had the Punching Bag on the 
same site, inverted, with the bag rolling 
around on top of the disk-this formula
tion also contributed to the Daley Head. 

Punching Bag ... 
Working up an announcement and 

ad for a print show, I thought: printing 
is essentially contact-I must use an 
object which goes through the same 
experience. For the ad, I chose a 
stamped-out cigarette and for the 
poster, a punching bag. 

The Punching Bag has appeared in 
other guises earlier, such as the drop of 
tea in the illustration for the Frank 
O'Hara poem in 1967. The Punching 
Bag is about the drop shape-the state 
of suspension. Punching bags are sus
pended from a wooden disk, against 
which the bag bounces. This disk sug
gests a halo, or a parasol. The object 
appears sheltered. That form seemed 
adaptable to a tomb, a shield, a "bag of 
bones." As a tomb, the Punching Bag 
reclines, and the drop is shriveled, like 
a fallen fruit. 



Fireplug ... 
The Fireplug ( Chicago style) be

came the receptacle for most of my re
ports from the site. Becoming certain 
about a subject is a process over a period 
in time, beginning with hints from vari
ous sources and ending in a kind of 
monomania, in which the subject, by 
supreme coincidence, means everything 
-an inventory of nature in all its states, 
including opposites . 

Postponement of the show three 
times has made the Fireplug overripe, 
about to burst, discharge . It has also 
produced other subjects, which may be 
seen as parts of the plug or another 
whole, arrived at by rearrangement of 
the plug's component main forms. The 
colossal mirror is half a plug-or half a 
schematic drawing of a plug. 

I try to eliminate knowing from my 
seeing, tr y to forget the name of the 
thing or what it may be used for. The 
size of the colossal proposals helps to 
establish respect for things "at ease," 
things "home from work," "on vaca
tion," off guard. Nameless forms, no 
matter how they came to be. 

The widely separated breasts of Michel
angelo's Nigbt and Day 

Brancusi's Torso of a Boy 

S.S.-assassin with a notebook 

Letters like the Plug-f and r and Y 

Godard's special brand of not-for-real 
vermillion-Manet "blood"-or "Mao 
red" 

Mrs. O'Leary; Linda Darnell; Don 
Ameche 

Gavel of the convention 

Fireplug ... 
Chunk of meat; a rose; two-snouted pig. 

Water in the form it stands waiting in
side the plug-the Bomb Ionic phollumn. 

The "souvenir" is about the weight 
of a cobblestone and asks to be thrown, 
but a woman will fit it in her bent arm 
and compare the feel and weight of it 
to a small child. 

Fireplug equals Teddy Bear-seated 
and tumbled. 

Blunt form of-clumsy version of
the Winged Victory. 

Should be made of cheap plaster, 
painted red and glossy and be like a 
breakable prize one wins at an amuse
ment park for knocking down a pyra
mid of soft bottles. One plug should be 
set aside to be thrown through the plate 
glass of the gallery window, to launch 
the protest exhibition. 

My own plug stood in front of our 
first house, at 44 E. Bellevue Place. I 
filmed the plug several times from the 
window of my room on the third floor. 
I saw firemen vengefully run their hoses 
through the windows of a car parked 
by the plug in winter, causing the car 
to become a solid block of ice. 

The Fireplug may represent the 
body of either sex-the best objects sug
gest both . By positioning the object, 
too, one organ of entry to the body or 
another may be emphasized. 

Whether the plug faces are eyes, 
breasts, or thighs chopped off at about 
the middle with the bone showing ( an 
art tradition), may never be decided. 

There is a plug high over the ground 
in Lincoln Park near the replica of the 
farm. Its unusual exposure tips this 
particular plug to the phallic. It's dif
ficult to imagine that fireplugs (like 
trees) are indifferent to interpretation. 

I know that, from below ( having 
done this as a child with the top of my 
head against the curve of cast iron), the 
details of the plug give a sketch of 
brutality-the locked caps, their chains, 
the blunt construction. Piranesi's prison 
drawings. Lying against the plug gets 
one heady, too, from the stink of dog
piss-sacred objects can be identified by 
such smells. 

My mother warned me to avoid 
things colored red. 

Fireplug Cuffiinks ... 
I discovered that cuffiinks in the 

shape of the Picasso Monument were 
being sold at the Chicago airport. This 
led naturally to the substitution of the 
Picasso cuffiinks (small) for the real 
Picasso (large) and the model thereof. 
The Fireplug had traded places with 
the Picasso Monument in an earlier 
drawing, and so the Fireplug replaced 
the Picasso also on the cuffiink, the 
result being a Fireplug Cuffiink. 

The suggestion of breasts, which is 
so strong in the Fireplug, is emphasized 
when the fireplug form is done in 
dripped plaster. They're very fleshy 
links, like wearing your breasts on your 
sleeve. 

Fireplug Souvenir ... 
Inside the International Amphithe

ater, I noticed two types of souvenirs 
for sale: the Democratic donkey and a 
replica of the Picasso Monument in the 
Chicago Civic Center. They were about 
the size of the Fireplug I later made. 
The Fireplug is intended as a souvenir 
-of events surrounding the Democratic 
Convention in Chicago, August, 1968. 

A souvenir is usually a memento of 
something of which there is one, and 
only one. But my principle in choosing 
a subject for a multiple edition, is to use 
an original of which there is a poten
tially unlimited number; for example, a 
teabag, a potato, a pair of knees-a fire
plug . The multipleness of the subject is 
part of the content of the piece. 

Though my copy of the fireplug is 
unique, it resembles the original enough 
for every "real" fireplug, on observa
tion, to recall my fireplug-and the par
ticular associations of my first fireplug. 
I've tested this effect-it works. I've 
"enlisted" all the city's fireplugs, and 
this multiple consists not only of the 
hundred or so I've made, but of the 
unknown number of "real" plugs scat
tered throughout the city. 

If the arms or "cross," instead of the 
foot, of the drainpipe ( or all three) dis
pense water, the drainpipe becomes the 
fireplug. 

Double plugs are known as "Sia
mese": two-faced, two-headed, an up
side-down drainpipe with two outlets . 
Schizoidal, or two knees to a single leg. 
Doubles: Gemini, Sirhan Sirhan, Lulu, 
Hannah. 

The plugs, someone said, made them 
think of the red-cheeked Santa Claus in 
the old "Coke" ads ( done by Haddon 
Sundblom, who got me my first com
mercial art job illustrating a woman 
consumed by fire). 



A blunt, ugly object, first thought of 
as fallen or rolling or upside-down like 
the fallen version of the Teddy Bear. 
Myself, under the clubs of the police 
thinking of lines I wrote in 1957: 
" ... everyone is unbelievably fat and 
rolling about like drunken pencil 
sharpeners." 

Nightsticks ... 
I have in my notebooks a proposal 

for a park monument in New York, to 
consist of bronze castings made of sep
arate male and female sexual parts and 
be hidden in the grass and among the 
foliage and rocks of Central Park by 
the parks department, without com
municating the sites of the pieces. Their 
location would become secret knowl
edge with a whole lore of partialities 
and adventures. 

The Nightsticks Monument operates 
on a similar principle. Each monument 
concerns the contact of a hard subject 
with a soft one-nightstick and flesh, 
the flesh often wrapped in clothing. 
Each piece isolates the point of contact, 
as in a glance or snapshot or stab of 
pain. Parts further from the point of 
contact are eliminated. These monu
ments are fragments like the broken 
columns at Graceland Cemetery, minia
ture columns, scattered throughout the 
park like the mini-monumental dog 
turds they resemble. 

Specifically, the Nightsticks com
memorate police action in Lincoln Park 
and Grant Park in Chicago, but it could 
be any police action, any park. Instead 
of one large monument, it's a lot of 
small monuments, all parts of a large ex
perience-one fills in the missing parts. 
The little impacts are found here and 
there, imbedded in the ground, or in a 
tree, after the event. They were done by 
casting a stick and then hitting the stick 
against wet plaster covered with cloth
a form of re-enactment. But it's now 
strangely dead as the event itself, due to 
the passage of time. You can lift the 
stick out of the imprint. 

16. 

Chicago Picasso ... 
The motive for making the Soft 

Picasso came when a Chicago lawyer 
asked me to execute a copy of the ma
quette for the Chicago Picasso, to figure 
in a lawsuit challenging the city's copy
right of the sculpture. 

I said it would interest me more if 
I could make the copy soft, and he said 
that was all right. I obtained the meas
urements of the maquette and built a 
"hard" cardboard replica . From this I 
made patterns, which were sewn in can
vas and then stained the rust color of 
the steel in the Picasso when it was 
relatively new. Unlike the real Picasso, 
mine doesn't change color; it stays the 
colors of the postcard you buy at the 
airport, taken early in the monument's 
history. I added a spine to my Picasso, 
which enables the piece to be twisted 
into · any shape, and the result is Super
Cubism, an extremely flexible space. It 
also biomorphizes the object. 

Soft sculpture can be completely 
surprising this way. A simple decision
to substitute one material for another, 
say fabric for steel, produces quite auto
matically another very different image. 
The artist only has to follow his deci
sion out to a practical conclusion, solv
ing the problems raised by the substitu
tion. It's automatic or objective expres
s1omsm. 

Tube ... 
The first tube, made in Venice, Cali

fornia, in 1963 seemed to some people 
an unconscious self-portrait, especially 
since it took my place in the bed dur
ing the day-I kept its skin unwrinkled 
that way. 

The tube is a symbol of the artist-he 
takes off his cap and oozes out his con
tents. In the drawing Tube Supported 
by its Contents, he is carried aloft by 
his ooze . Apart from this association, 
the tube is a useful object for represent
ing change, comparable to the food
stuffs being eaten in other pieces. Like 
the banana, the tube gives an exact ac
counting of the space of its insides. 
What's interesting about the tube is that 
by the shape of its "mouth," it trans
forms its insides into a new outside 
shape: the paste of the Tube Supported 
by its Contents. One sculpture is creat
ing another sculpture, and the styles of 
the two are different. 

Paste sculpture exists in my work 
in different forms and materials which 
have to do with the force applied to 
the sack or tube. With no force ap
plied, or in a depleted tube, the paste 
extends just a little; with the tube rolled, 
the paste flows out evenly. Stepped on, 
as in the maquette for a heroic tube 
sculpture ( one of the proposals in 
response to the Yale commission), the 
paste spurts up in a form like traditional 
representations of triumph-the up
reaching hand as culmination of a 
thrusting form, as in a figurehead, or 
some version of "Europa and the Bull." 

London Lipstick ... 
The color red is prominent in Lon

don; the buses are very red, the cars in 
the tube ( or subway) are red . The 
diagrams of the tubes under construc
tion ( posted everywhere) are also red . 
Red is not a very prominent color in 
New York where the colors tend to be 
black, grey or green. This presence of 
red worked its way into the Drainpipe. 
These things are related: the lipstick, 
the drainpipe, the drawings of the tube. 

The coming in and going out of the 
tide were always on my mind as I 
walked the streets of London. My mon
uments within the city are keyed to this 
movement, bringing the movement into 
the city-like breathing on a large scale. 
When the Thames flows out, the Lip
stick goes back inside the tube; when 
the river rises again, so does the Lipstick. 

Lipstick (for M.M.) ... 
The other piece made for the Janis 

"Homage to Marilyn Monroe" was the 
Lipstick, which marked the introduc
tion of metal fabricating into my work
the first step into the "age" of steel and 
aluminum. 

Up to this time my "hard " versions 
had been of cardboard or of wood. I 
visited Lippincott's on a wet day, riding 
up on the train. I remember that the 
whole day for me was full of metal, with 
the exception of the eclairs that the 
steelworkers ate and the hundreds of 
pinups on the walls of the shed where 
the work was done. The hard lipstick 



was made on cold days. It's an arti
ficially colored silhouette-a billboard 
image invisible from the side, depthless. 
The piece was to be shown upside down 
with the stroke against the ceiling while 
the stick dangled down, but the gallery 
ceiling wasn't strong enough and so it 
became a floor piece. 

When I came to Lippincott, I was 
overly-respectful of metal work and 
very impressionable. What I saw in the 
first visits influenced my work there. For 
example, the Marilyn Monroe Lipstick 
"thinks" of the tilted planes of Bob 
Murray, which were much in evidence, 
and some other Ellsworth Kelly planes, 
though I put "eyes" in the walls-win
dows, when it came to the Geometric 
Mouse. The Geometric Mouse pays its 
respects to Calder and to Smith, as well. 

The Yale Lipstick is, among other 
things, a variation on Newman's Broken 
Obelisk-all three obelisks were then 
on the premises. It is also a fact that the 
name Lippincott made me favor the 
lipstick subject. 

Yale Lipstick ... 
Early in 1969 I was commissioned by 

a group of graduate students at the Yale 
School of Architecture to do a sculpture 
to be placed on the Yale campus. One 
rainy day in February I visited the 
campus, looking for a site. Hewitt 
Plaza seemed the best, a dramatic cen
tral site, "close to the seat of power," 
as someone said; that is, flanked by the 
War Memorial, the President's Office, 
and the Secret Society of Skull and 
Bones. 

As I stood sizing it up, I became 
aware of a sausage-shaped orange bal
loon fluttering before me, between me 
and the Plaza. It was attached to a car 
antenna and the only stroke of color in 
the view. When I squinted my eyes, I 
could visualize the balloon as a huge 
sculpture in the Plaza. This was the 
strongest impression I brought back 
that day. 

I joined the students in forming the 
Colossal Keepsake Corporation of Con
necticut. Two models were submitted. 
One was the Tube Being Stepped On 
and the other was the Lipstick On Cater
pillar Tracks. 

Not counting The Hole, is was my 
first monument in a non-art, outdoor, 
public setting. The University was not 
informed of the plans, though there was 
some underground faculty cooperation. 
The money for construction, which 
was done at cost by Lippincott, was 
raised by subscription and I worked 
without fee. The Lipstick was sited on 
Ascension Day, May 15, 1969. 

The tracks of the Lipstick are a 
simplified version of the tracks on the 
caterpillar tractor and were suggested 
by road equipment near Lippincott and 
corrugated cardboard rolls. The first 
thought was to get the tracks of a real 
tractor and set the stick on that-even 
to have it crawl onto the Hewitt Plaza
but this was not feasible. The simplifica
tion out of catalogs obtained from the 
Caterpillar Company is a little land
scape with three signs: a circle, a loz
enge and a house shape. After the fact, 
these signs seemed to me to represent 
God, Country and Yale-in the dedica
tion found on Yale souvenirs: "For 
God, for Country and for Yale." The 
tracks were built in cardboard and re
built by students in wood coated with 
epoxy-we couldn't afford metal at the 
time. 

It was supposed to telescope, but 
had to be pushed up with great effort. 
I was reminded of Tatlin's Tower for 
Red Square, which I had seen in a min
iature reconstruction at Rice University. 

The Lipstick contained a plastic 
bladder which had been made up in the 
wrong size. It wasn't large enough and 
started to lose air, so it drooped. It was 
supposed to lose air slowly and have a 
pump attached to it so that passersby 
could pump up the stick, if they de
cided it needed it. This also worked 
with my concept of the Lipstick Monu
ment as a platform for speechmaking. 
Someone who wanted to make a speech 
would announce himself by pumping 
up the Lipstick. We didn't have time or 
money enough for this refinement. The 
soft version was used for the installa
tion and, a week later, was replaced 
with a metal one. The monument 
changed, then, from a comical monu
ment to a rather classical looking one. 

This was the first "feasible" monu
ment, or a monument made within the 
possible limits of a situation, which here 
included much enthusiasm and help, 
but a small budget and little time. 

Part of the strategy to make it look 
larger was to relate the form to the 
forms of larger surrounding structures, 
like the columns of the War Memorial 
which formed the backdrop. 

The events surrounding its place
ment, the reverberations, tended to en
large the piece also, as did photos of it. 

The Lipstick was given with the 
clause that, if accepted, it must be left 
where it had been sited. 

The University could not accept this 
condition but did not want to provoke 
any response by removing it. It was a 
stalemate, and while the matter was 
postponed at several meetings of the 
trustees, the Lipstick decayed through 
vandalism and weather into an eyesore. 

The members of the Colossal Keep
sake Corporation had scattered, and 
finally I asked Lippincott to remove 
the Lipstick, which was done in March, 
1970. 

The Lipstick played its role until 
it had ceased to be functional. It had 
worked its way from a piece of useful 
art to a museum piece, with people now 
wanting it as a memento, a souvenir. 

To move it to another site, another 
university, as we had planned, may still 
be possible-we had promised Harvard
but I can't take the initiative alone. It 
would be interesting to see if the Lip
stick is still useful and alive by re-siting 
it in a new problematical situation. 
Meanwhile, the piece is decomposing 
in Lippincott's backyard at North 
Haven. 

Hats ... 
The Hats Monument is suggested for 

a city square in some large city in the 
U.S.A. Midwest, to present a concept 
of twisting inner and outer spaces. The 
dark interiors of the Hats would serve 
as shelters from wind and rain, concert 
spaces, or spaces in which films could 
be shown in broad daylight. I thought 
of the many unlit spaces that go walk
ing at noon-inside our bodies, for ex
ample. Scale of the monument is given 
by the representation of citizens as little 
nails. 
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Statue of Death ... 
The Lorado Taft Stat ue of Death, 

which I discovered in Graceland Cem
etery, has a shape like the Hancock 
Building, and the Hancock Building re
sembles the black slab against which 
the sculpture stands. I liked the contrast 
between such a romantic idea ( almost 
comical) of a building and the machine
made cool of the Big John. 

On the other hand, the Hancock 
Building, which I saw mostly before it 
was inhabited, is, in fact, a highly ro
mantic funereal structure, an accidental 
result not calculated by the computer 
and, strangely enough, makes good 
company with The Taft. They seem 
to link up across Chicago history; both 
radiate Midwest nostalgia and a senti
ment which will not go away, no mat
ter what. Taft's sculpture signifies tra
dition. 

While I like the Hancock, I feel 
resentful of its scale-it follows you 
around and has obliterated the building 
I grew up by and knew as The Sky
scraper: the former Palmolive, now 
Playboy, whose proud beam now 
strikes somewhere around its big neigh
bor's waist. The three of them together 
would represent the passage of time. 

Ice Bag ... 
I wanted to make a sculpture that 

combined soft and hard in an outdoor 
site. I looked around for an object that 
would be a suitable form for such a 
sculpture. Also, a type of object that 
could be presented without a base. This 
seemed important in an outdoor work. 
An ice bag contains its own base and 
takes the shape of where it is placed
head equals ground. 

I didn't think of a moving sculpture 
first-I had never done a sculpture that 
moved by itself. At first, it was simply 
to be resilient, but as I played with an 
ice bag I'd bought, I began to feel that 
manipulation was something the object 
was accustomed to and made for, and 
that movement was part of its identity 
and should be used. One had to give the 
illusion of movements caused by an in
visible hand. The concealing nature of 
the object-its bag-made this possible. 

In the final bags the interior ma
chinery is at least as interesting as the 

outside effect-but one is prevented 
from seeing it . Only the technicians
the "Doctors"-see it. 

I was entering into the field of ani
mation, mechanized metamorphosis. 
Disney had gone a long way in this, and 
that's one reason I was willing to try 
a collaboration with them in the "Art 
and Technology" program. 

The movement involves an up-and
down movement, a rotation and twist
ing. Also, there is a creeping movement 
and the cap tilts. 

The bag is about the behavior of 
material under tension, release and ten
sion. It assumes different shapes due to 
the movement. It's like a paper bag 
gathered between the thumb and fore
finger, expanded by blowing air into it 
and then crushed down against a sur
face. Or a quarter wound into a Dixie 
cup. The cap is a "collar" which or
ganizes material. The function of the 
original object-to cool a headache-has 
no relevance. In fact, I never put the 
object to use, never filled it with ice. 

My associations were more with the 
life of forms similar to the ice bag form: 
breasts, stomachs, spiderwebs, sponges, 
cupolas, and so on. 

It's a simple, basic form, a form that 
doesn't have to be an ice bag. It's a 
structural form softened. One sees these 
forms on a lot of buildings; for example 
the Capitol Building in Washington has 
at least three "ice bags" on top of it, 
and Woolsey Hall behind the Yale Lip
stick is crowned with a green "ice bag." 
The disc is supposed to be a mirror so 
that while the bag is hugging the 
ground, it's also reflecting its site or 
the sky. 

The Ice Bag was suggested for a 
corner on the Oberlin campus-but the 
bag would not have survived the harsh 
winter there. Its first, actual site became 
the floor of the U.S. Pavilion at Osaka, 
which was an indoor/outdoor site, com
parable to being in a tent. 

The Ice Bag seemed iconographi
cally appropriate because the Pavilion 
itself was of soft material-I know be
cause I walked on top of it. Also, the 
subject, as it looked, had Japanese asso
ciations, with Mt. Fuji and their repre
sentations of the sun. Later, the Ice Bag 
spent the summer outdoors on the plaza 
of the County Museum in Los Angeles. 
It is an outdoor piece, provided the 
climate is gentle. 

After the first Ice Bag, I persuaded 
Gemini G .E.L. to make an edition of 
four-foot versions of the bag, and an
other bag 12 feet in diameter-an en
largement of the mechanism in the four
footer. 

Geometric Mouse ... 
Originally, the Geometric Mouse 

was the design for a building to house 
a mu!;eum of pop objects. I have a little 
drawing showing it in colossal scale, 
and later I made a Geometric Mouse 
facade for the Chicago Contemporary 
Museum. Its geometricity is due to its 
origin as a building and also to the 
identification of the mouse with the 
early movie camera, as in the masks used 
in the performance of "Moviehouse" in 
1965. Later, the Geometric Mouse was 
u~ed as a letterhead for my Stockholm 
show in 1966 and thus became a form of 
self-portrait. The self-portrait function 
returned in 1969, when banners were 
made for my show at The Museum of 
Modern Art derived from the Geomet
ric Mouse. The first metal mouse was 
·built at that time for the backyard of 
The Museum of Modern Art to serve as 
the hard complement to the banners in 
front. 

After that, the mouse proliferated
through announcements for the travel
ing show . Eventually the Geometric 
Mouse became an exercise in scale-as 
quantity. There are, at writing, between 
five and six thousand Geometric Mice 
extant in five different sizes called 
"scales" X, A, B, C, and D. 

They are classified by diameter of 
"ear": 9 feet to 6 inches. The largest 
number is scale D, the smallest in scale, 
which is an unlimited edition in card
board. The group may be considered 
one piece in which many people own 
shares-in the form of mice, or a fam
ily. It is a simple form put through 
changes of weight, size, materials and 
value, and also the many individual ad
ventures that the assorted Geometric 
Mice are having in and out of doors. 
The event is represented in a drawing 
as a hierarchical pyramid with the larg
est Geometric Mouse of all, Geometric 
Mouse X, an edition of one, on top. The 
mice of the smallest scale form the 
background, like wallpaper. 



The Geometric Mouse as banner is 
free to fly and assume various shapes, 
whereas the "hard" Geometric Mouse 
is in love with gravity-asleep, like an 
anchor on dry land. 

The new factor: weight. In wind, 
the banner weighs next to nothing. It 
is lyrical. The Geometric Mouse, Scale 
A, weighs I ooo pounds. It is ponderous. 
A prisoner. 

Geometric Mouse recalls the Sleep
ing M(o)use by Brancusi, its position . 

A child's printing press . 
The Geometric Mouse is a personage 

in object form. An abstraction with a 
"face." When its proportions are al
tered, the "expression" automatically 
changes. 

The Geometric Mouse is its own 
shadow. 

Previous tenants in my studio in 
New Haven had scrawled over the en
trance: "House of Mice ." Throughout 
the studio there were signs: "Danger
Mice!" The studio proved to be full of 
mice who danced on the electrical cords 
as soon as the lights went out. When 
winter came, the rats returned from 
the fields nearby to gnaw on my sculp
tures of popcorn. 

A rodent subject was unavoidable. 

Proposed variations: 
Scale changes: r) size of a footscraper; 
2) size of a tricycle; 3) size of a Trium
phal Arch; 4) much larger. 

Half-soft-for example, "ears" soft. 
Combination of canv,is and metal. 

All soft-in a heap. 

All soft and in a box, folded, com
pressed. 
Invisible, buried in someone's attic. 

Linear-planes removed-all see-through. 

Linear-planes of fabric, flapping. Sails. 

Floating-like surfboard, "nose" as 
"keel." 
Epoxied foam. 

Kite. 

Bent versions. Deliberately built as if it 
had been dropped from a plane, rolled 
down a mountain, been in a crash. 

In future versions, parts may be ar
ranged differently, different points of 
balance tried. 

A field, perhaps a slope of Geometric 
Mice is envisaged to outlast us all-like 
the heads on Easter Island. Later visi
tors to this planet will wonder what 
purpose these figures served-if they 
were things or portraits or gods. 

Thrown Can of Paint ... 
Some constructions use objects-in

action, or objects being acted on, like 
the Shattering Milk Bottle and the 
Thrown Can of Paint. 

The Shattering Milk Bottle was de
veloped for a narrow site between two 
skyscrapers. The construction would 
consist of the whole bottle at several 
points in the air, the moment of impact 
and the moments after impact-recon
structions of each incident simultane
ously, like a strobe photo. Parts were to 
be attached to and imbedded in the 
walls, involving the entire space. 

The Thrown Can was proposed (but 
not executed) for the garden of The 
Museum of Modern Art. Paint hurled 
against the Museum wall-the act of 
hostility is transformed into a work of 
art, an example of the thing being at
tacked. 

Self-Portrait ... 
The face is a cutout, like a mask, 

which is pasted on the diagram of the 
objects. The ice bag is also a cutout of 
different paper, pasted on. The face is 
divided in half vertically. One side 
shows the kindly aspect of the artist; 
the other, his brutal one. The body is 
introduced in the image of the face via 
the representation of the body's juices
the tongue (bringing out the insides)
which doubles as a heart and foot. The 
stare is partly the result of the working 
conditions of making a self-portrait
one hangs 1.1p a mirror and scares into 
it-but also emphasizes the artist's reli
ance on the eyes. The "3 \/2'' on the fore
head is left on as a reminder of my con
cern at the time with measurements of 
patterns. The Ice Bag on the head sig
nifies that subject was on my mind. It 
doubles as a beret-attribute of the artist. 

The objects are shown in the order 
in which they were made, reading left 
to right from the Good Humor Bar of 

1963 through the Geometric Mouse of 
1969. They circulate about the artist's 
head like the representation of uncon
sciousness in the comics, or the astro
logical signs on the hat of Merlin the 
Magician-deflated to an Ice Bag. 

I alternated between the image of a 
magician and that of a clown, trying to 
make a combination of the two. Two 
clown representations, I recall, which 
contributed are the "Joker" from the 
Batman comic strip and the laughing 
face that used to be on Tilyou's Amuse
ment Park, "The Funny Place," at 
Coney Island. I remembered, also, the 
self-portraits ( in agony) of Messer
schmidt, which were analysed by Ernst 
Kris. 

Typewriter Eraser ... 
The Typewriter Eraser is the first 

attempt to create a permanent feasible 
monument for the City cif New York. 
Jc was a private commission for a busi
ness site on 57th -Street, across from the 
Art Students League. I tried to catalog 
the forces in operation there and con
dense them into some kind of object. 
One of my proposals was a sculpture 
plaza of giant litter-the trash in the 
streets monumentalized. 

I was struck by how often the tear
off-type can keys occurred on the side
walks. I collected them like the cigarette 
butts I had earlier. They were all about 
the same shape but could be found 
twisted in many different ways. They 
resembled typewriter erasers, and that 
may have been the connection that 
brought this subject into consideration. 

The Typewriter Eraser was a cur
rent subject, having been used on the 
dust jacket for my Drawings book 1 

and before that, in the "happening," 
"The Typewriter," where the object 
first appeared. 

Another line of approach was think
ing about what might fall out of an 
office building. If one imagined a type
writer eraser falling, the result might 
be a bent typewriter eraser, a fine anti
heroic subject. Since a real typewriter 
eraser is too light to bend in a fall, I 
imagined the fall of a giant one. 
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This particular object (like the 
Three-Way Plug) has no accepted 
"rest" position and I had to determine 
one. The site, being in the city, had a 
hard floor. I solved the situation by 
placing the eraser part flat on the 
ground and pointing the "hairs" up. 
Translated into a monument, this yields 
a huge disk of red marble for people to 
sit or climb on, with a little pool in the 
middle-overshadowed by a wave-like 
form topped with tree-like undulating 
shafts of metal and rope . The Giant 
Eraser would be surrounded by other 
smaller erasers in schematic form, "ex
ercising," in various positions, which 
could also be used to sit, lie or eat on. 
The hairs became the part most visible 
from the street, and the eraser is most 
visible from above by the occupants of 
the building-they would look down at 
a huge "target" shape. 

The proposal was not accepted, but 
I had a finished model built. 

Trowel . .. 
Program: 

A simple object that can be (mis)taken 
for a sculpture 

Elimination of base 
Base-earth 
Object that can be stuck into the site 
in different situations all proper to its 
identity. Also, simple enough to be 
adaptable to changes in scale 

Color to be a function of conditions at 
the site 

A new object designed by the artist: 
a generalized version of the Trowel / 
Spade / Spatula called the Trowel, from 
the Artist's hardware store 

I can't remember when the Trowel 
first appeared, but I can remember pro
posing it to John Coplans at the Pasa
dena Art Museum in 1969, to be seen 
against the mountains. I also remember 
sitting in a cafe in Darmstadt in 1970, 
making a drawing of a triangular wafer 
stuck in ice cream which became a paint 
spatula, wondering how this would 
work in Darmstadt, because the op
portunity for a commission existed 
there. 

Lately, I feel like a traveling sales
man of monuments, opening my bag 
to see which monument will do. 

When I visited Sonsbeek Park about 
that time, I was impressed by the quan
tities of gopher holes-little mounds 
everywhere. 

"Sonsbeek '71" then looked like an 
earth show. Certainly ever y artist there 
had to consider the ground-a spade or 
spatula was almost a symbol of the con
cerns of the show, a creative interfer
ence with nature . Becoming absolutely 
certain about an object in relation to a 
particular site is important because once 
launched, an object-monument can be 
a long engagement. 

In relation to the Sonsbeek Park site, 
I noted these "signs" of iconographical 
appropriateness: 

On a map the park is a triangular 
shape entering the city of Arnhem-as 
the Trowel enters the ground . The pro
file of the curve in the handle matches 
the coast of the Netherlands-the "fore
head" of Europe . 

The act of troweling states the flat
ness of the country. 

The Trowel sticks in the ground on 
the angle of a windmill blade . A wind
mill also has a "fo rehead." 

The Trowel is a hard version of the 
swans that live in the lagoons of the 
park, especiall y when their necks are 
outstretched, picking the bottoms for 
food. 

The form is a generalized penetrator 
and is more related in my mind to a 
plow or planting spade. But "Trowel" 
seemed a bett er word to me-though I 
wasn't happ y with the ( to me) irrele
vant masonr y or masonic suggestions it 
evoked. 

"Trowel" has a Dutch sound. 
The style of the Trowel-sort of Art 

Deco-Gothic-matches that of the re
constructed cathedral of Arnhem 
which, I'm told, has comic-strip figures 
for gargoyles . The proletarianness of 
the Trowel, as well as the violence im
plied in its sticking into the ground, 
contrasts sharpl y with the Sonsbeek 
Park, which is an aristocratic setting 
full of tame deer. 

Though the Trowel is fastened un
der the ground to a slab of concrete, it 
should look as if it had just dropped 
out of the sky, like lightning. The grass 
was carefull y replaced after the Trowel 
was inserted. 

The Trowel is related to the Good 
Humor Bar and the Door Handle, 
among other objects, and is an "exotic" 
form of a Ray Gun. 

Such a nakedly mechanical form 
needs a countr y site. After the Sonsbeek 
'71 exhibit, it is to be moved into the 
woods near the Kroller-Miiller Museum 
at Otterlo. 

The texts above were rewritten by 
the artist from his notebooks and 
conversations with Barbara Haskell. A 
number of the texts were first published 
in Claes Oldenburg : Proposals for 
Monuments and Buildings, 1965-69. 
Chicago: Big Table Publishing Company 
(Follett), 1969. 
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6 Preface and Acknowledgments 

The occasion for this book is a Claes 
Oldenburg exhibition organized by the 
Pasadena Art Museum. The exhibition 
concentrates on the artist's work since 
the mid-'6os and draws heavily on Old
enburg's proposals for monuments in 
drawing and model form . 

This book includes a large collection 
of Oldenburg's writings, many of which 
were rewritten from my interview with 
him in August 1971. Some of the selec
tions were rewritten from studio note
books or previously publi shed material. 
Where the origin of an entry is not indi
cated in the book, it has been drawn from 
the above sources. They describe the 
origins and associations of particular 
monument proposals and show the rea
soning processes behind Oldenburg's 
work-the multi-referential quality of his 
imagery and the evolution and metamor
phoses of one image into other forms 
and objects. 

I am deeply grateful to the many peo
ple who have assisted in the preparation 
of this book and exhibition. 

Rosamund Felsen has helped me in 
every phase of the exhibition and cata
logue preparation. I am immeasurabl y 
indebted to her . 

I would like to express my deep ap
preciation to Joyc e Ogura, whose as
sistance in editing the text went far be
yo nd the usual functions of an editor. 

Special thanks are due Andrea Clark, 
registrar, who assumed responsibility for 
the exacting task of packing and ship
ping the art works; and Yolanda Her
shey, curator of research, who compiled 
the bibliography. 

The efficiency, willingness and good 
cheer of secretaries June Brewer and 
Diane Tucker contributed enormously 
to the smoothness of the project. 

I appreciate the generosity of the 
many lenders who have allowed objects 
that mean a great deal to them to travel 
for such a long period of time . I am par
ticularl y grateful to Kimiko and John 
Powets for their support and assistance. 

To the Art Alliance of the Pasadena 
Art Museum, without whose generous 
support this exhibition and book would 
not have been possible, I extend my 
deep appreciation. 

Finally, I am grateful to Claes Olden
burg who has not only been a genuine 
pleasure to work with but has gener
ously shared his ideas and time in the 
execution of this project. 

B.H. 

opposite: 
There's a great anonymous monument in the 
form of a banana on the pier in Oslo where the 
banana boats come in. I used to lave it as a 
child, then forget all about it until 1966 when I 
returned ta Osle . Later an, I wasn 't sure if I really 
had seen it or it had been a dream . In 1971 I 
went back again to look at it, and this lime I had 
it photographed. 
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Claes Oldenburg by Barbara Haskell 

The most apparent aspect of Olden
burg's work is his use of images resem
bling familiar objects. As a result, Old
enburg was initially identified as a Pop 
artist and his ideas and creativity be
lieved to function only within the realm 
of representation. Although one of the 
most object conscious of today's artists, 
he is also one of the most concerned 
with form, surface, color and the evo
cation of the human figure. Therefore, 
an understanding of how and why the 
object functions in his work is essential 
to an understanding of his art. 

Until early 1959 Oldenburg was a 
figure painter, using the human figure in 
recognizable form as a vehicle for his 
aesthetic statements. But immediately be
fore his exhibition at the Judson Gal
lery, he abandoned the use of the figure 
and began using objects to convey his 
thoughts and feelings. 

Abandonment of the representation of 
the whole human figure did not imply 
abandonment of concern with it. The 
human body continued to be evoked in 
his work, sometimes through fragments 
of it, such as the Nose and Knees, but 
more often through allusion and meta
phor. All of Oldenburg's objects are 
surrogates for the body or parts of the 
body. One can easily discern in his cast 
of objects the corporeal human counter
part of each piece: a human face in the 
Geometric Mouse, a body in the Three
Way Plug, breasts in the Light Switches 
and Fireplug. Allusion to the human 
body through the use of commercial ob
jects with symmetrically paired body
like parts, stems from the fact that the 
objects are man-made, created in the 
image of man, who "wants his own im
age or doesn't know any other." The 
resemblance occurs also because Olden
burg sees himself in forms and projects 
his body onto the object. "The contri
bution of subject matter is almost a side 

effect since what I see is not the thing it
self, but-myself-in its form." 

Equally as important as the parallels 
between the represented object and spe
cific body parts is the generalized, per
vasive suggestion of the body conveyed 
by Oldenburg's soft sculpture which re
sembles the softness of the human form. 
In these pieces skin-like cloth contains 
objects within it, suggesting human bone 
and skin. The body metaphor can be 
appreciated even in countries where the 
particular object represented is not a 
familiar one, as was the case with his 
Ice Bag in Osaka. 

In addition to Oldenburg's constant 
suggestion of the human form, he in
tensely evokes the presence of man 
through objects of human association: 
utilitarian items, wearing apparel and 
food ( suggesting also, man's visceral 
participation in the work). 

Oldenburg avoids the direct represen
tation of the human figure because of 
the limitations it imposes. The figure 
has neither the capacity to be elusive 
nor the ability to be extensively con
notative. Psychological associanons 
would not allow in the human figure 
the changes of color, condition, size, 
texture, etc ., that Oldenburg's objects 
undergo. A soft black fan is evocative; 
a crumpled black vinyl human figure is 
alarming. 

Oldenburg's approach to objects and 
his modus operandi are consonant not 
only with figuration, but with abstrac 
tion as well. While all artists are inter
ested in form, to Oldenburg it is a pri
mary, not a secondary consideration. 
Yet he rejects abstraction in his art be
cause of his wish to communicate with 
a wider public. He sees abstraction as 
exclusive and divorced from life. "Ab
straction is artificial. Nature knows no 
such distinction. Everything in nature 
is both functional and a form in itself." 

Like primitive or tribal artists, Old
enburg seeks to reintegrate art into so
ciety. He employs objects as vehicles 

not only to project form but also to re
port process and change in nature, hu
man life and society. But, should the 
spectator miss the artist's intent and re
spond to the objects only as represen
tations of familiar objects, there is still 
a great deal to be enjoyed. In either 
case, art is brought closer to life and 
becomes more universal. 

Not only do Oldenburg's objects in
corporate the opposing tendencies of 
figuration and abstraction, they func
tion also as a source of humor, an ele
ment through which Oldenburg reaches 
people. "The important thing about hu
mor is that it opens people. They relax 
their guard and you can get your seri
ous intentions across. If I were as didac
tic in my work as I really am, I would 
bore people to death. But, because I can 
put my message in a colorful, engaging 
form, my message isn't heavy." 

Humor exists because in spite of the 
alteration of characteristics that Olden
burg imposes on his objects, the basic 
nature of the original object is still un
derstood. The object itself sets up men
tal anticipations which the work of art 
contradicts. The humorous, almost ab
surd, effect of the soft plug derives 
from the fact that people know the na
ture of a hard plug. Not only are the 
shape and size of the original known, 
but its function, too, is known. Thus, 
when Oldenburg denies that function 
-making a soft saw that can't saw, food 
that can't be eaten, a nose that is a 
freeway tunnel-the result is humorous. 

Another positive function of the ob
ject in Oldenburg's work is its estab
lishment of limits. Unlike abstract sculp
tors who are constantly making deci
sions about composition, Oldenburg is 
necessarily limited by reference to the 
original object with its specific propor
tions and number of parts-analogous to 
a painter whose frame limits his work
ing surface . 

The types of objects Oldenburg se
lects can be fairly easily characterized. 



They are normally industrially fabri
cated items from the urban environ
ment. Even his foodstuffs, such as the 
Baked Potato and Banana, have a natu
ral package or skin as if they too were 
ready for merchandising. They are usu
ally antique or just passing from use, 
the "cemetery of the mechanical 
world." The selection is probably due 
to the fact that greater attention was 
given to design and craftsmanship with 
objects produced just after the Indus
trial Revolution than with current items 
which reflect a concern for merchan
dising. Oldenburg says that "as time 
goes by and things they represent van
ish from daily use, their purely formal 
characteristics will be more evident: 
Time will undress them." The simplic
ity of form which characterizes his ob
jects is necessary for the manufacture 
of both the sewn and industrially fabri
cated pieces and in accord with his be
lief that "representing something too 
involved . . . takes the emphasis from 
the art." 

Sometimes he will begin with the 
work of other artists, using their works 
as his raw material: Brancusi's Sleeping 
Muse becomes the Daley Monument 
and Lorado Taft's Statue of Death be
comes a building. Letters are also in
corporated into some of his works. For 
example, the letters of the word "po
lice" are used in the design of a police 
building, and colossal sculptures made 
from the letters "L" and "O." 

The function, reference and history 
of these original objects are relatively 
unimportant to Oldenburg. In his Giant 
Ice Bag, for example, he is not attempt
ing to say anything about an ice bag, 
but is "concerned more with forms and 
states of matter than the emotions at
tached to a particular piece. It is the 
same to me whether my material image 
is a cathedral or girdle ... a telephone 
dial or a stained glass window . . . the 
resemblance, while amusmg, means 
nothing." 

Object-content is only one aspect of 
Oldenburg's work. He is also a formal 
artist and his work can be seen from 
this perspective. "Although my art gives 
the (deliberate) impression of being 
concerned with the outside world, in 
fact it is simply the personal elaboration 
of imaginary forms of a limited num
ber, in the guise of occasional appear
ances .... Its use of appearances, frank
ly and directly, is offered as an alterna
tive to the elimination of appearances, 
which is not possible . . . but saying 
more effectively that appearances are 
not what count. It is the forms that 
count." 

To realize the ultimate shape of an 
object, he reduces it to a combination 
of simple geometric forms. Like Paul 
Cezanne, he relies on the use of a few 
of these forms, to which all his works 
are reducible. It is the variation of these 
forms (basically the circle and rec
tangle) that produces the subject. The 
Ice Bag, for example, is a "low cone 
surmounted by a disk," the Hamburger 
is four circles or "three of my old 
bottle caps defining the space by lay
ered disks," the Giant Shirt with Brown 
Tie is a "large rectangle with a 'tail,' " 
and Fagends are elongated cylinders. 

Oldenburg's essentially generalized 
geometric shapes are "put through 
changes" or "impersonations" as they 
metamorphose from one image into 
other forms and objects. Each object 
passes through intricate metamorphoses 
which are triggered by the equivalence 
of forms in different objects. 

Once these objects are recognized as 
combinations of simple forms which 
are repeated and modified, formal cor
relations to a whole range of otherwise 
totally unrelated objects can be seen: 
the Ice Bag, a disk on top of a cone, re
lates in form to Mt. Fuji, to a bag ash
tray, to a punching bag, to an ice
cream cone and to bats. They are part 
of the same formal "family" or icono
graphical genealogy, each object echo-
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ing-"rhyming" with-the forms of other 
objects. 

His notebooks abound with explana
tions of the correspondences or interre
lationships of formal motifs. Sometimes 
there are quick drawings illustrating 
the metamorphic analogies. Other 
times he simply notes the formal 
similarities: "banana = fan," "ice-cream 
cone = punching bag," "fireplug = ion
ic column,'' "typewriter eraser = tor
nado," "ice bag = fried egg." 

Whereas art has historically been 
concerned with permanence, with 
freezing things, with non-change, Old
enburg's work is very much involved 
with change, movement and metamor
phosis. 

His soft works are constantly chang
ing configuration and position, con
stantly being rearranged. They partici
pate in life processes through the force 
of gravity, his "favorite form-creator," 
the common denominator among phe
nomena. 

Many of the hard works are com
posed of several parts whose positions 
are constantly being altered and rear
ranged. The Giant Fagends, for ex
ample, have no definite positions; they 
may be arbitrarily arranged to suit a 
particular space. 

Oldenburg visualizes movement in all 
his drawings and realized monuments. 
Movement is sometimes literally de
picted-as in the Thrown Can of Paint 
where the can and paint are frozen in 
various strobiscopic positions as they 
are hurled through the air-or merely 
suggested-as in the turning motion im
plied by the Wing Nut. Other pieces 
react to the forces of nature, as in the 
Thames Ball, which is regulated by the 
rise and fall of the ocean tides. The Ice 
Bag is the first of Oldenburg's colos
sal sculpture that not only moves, but 
does, in fact, convey a sense of life it
self in its breathing movements. 

The element of time is clearly sug
gested in a number of his works. The 
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inherent fragility of his early pieces 
and model s emphasizes the perishable, 
ephemeral quality of life. Some of his 
monuments literally depict the process 
of decomposition . The Fagends are 
shattered or altered by contact or col
lision; the Banana shows stages of de
struction or change through the eat
mg process. 

The passage of time and the vicissi
tudes of life play upon the large out
door monuments as well. The pieces 
are exposed to the vagaries of weather; 
they rust, fade, disintegrate. 

As his works depict the physical 
conditions of life, they explore the 
physical states of death as well. "The 
presence of death defines life," says 
Oldenburg. The death metaphor is rep
resented in his monuments and through 
references to death in his pieces and 
notebooks. Ironically, the obsolete defi
nition of "monument" is a burial vault 
or sepulcher, and many of his monu
ments, like the Geometric Mouse and 
the Plug, are in a toppled state, alluding 
to tombs and decay. The Giant Wiper 
is described as being black, sepulchral 
and paranoid- The Grim Reaper. Taft's 
Statue of Death is a tombstone-made
monument. 

Oldenburg is aware of gravity as a 
natural metaphor for death. In nature 
dead objects fall to the earth; the 
leaves of dying plants bend downward. 
Likewise, some of Oldenburg's objects 
are propelled toward the earth; they 
hang, they fall, and are depicted in a 
state of having fallen. 

Transition is an important aspect of 
Oldenburg's art. Oldenburg is not in
terested in the metamorphosis of psy
chological states but in the alteration 
of physical states. This places him with
in the framework of the art of the '6os 
and apart from the literary manifesta
tions of metamorphosis found in the 
surrealistic tradition. 

Oldenburg's interest in movement and 
metamorphosis is reinforced by his pro-

clivity for analyzing and classifying. 
He subjects an object to all imagina
ble physical changes, in much the same 
way a scientist subjects a specimen to 
an array of experiments. A catalogue of 
possibilities is created which operates 
on the general notion of polarities and 
contrasts: hard / soft, black / white, 
colored / non-colored, rigid/non-rigid, 
small/ large. For example, if an object is 
hard, it can also be conceived of as 
soft. If it is rigid, it can be conceived of 
as non-rigid. 

Oldenburg bases his art on the inher
ent parody in opposition. Through the 
substitution or displacement of intrin
sic characteristics in objects (i.e., im
posing the characteristics of object A 
onto object B), Oldenburg creates an 
art of irony and humor. There is humor 
in presenting a rigid object like the saw 
in soft, yielding materials and in pre
senting a soft object, like a baked pota
to, in hard materials . The contradiction 
and resulting humor also come from 
substitution of scale, as in enlarging a 
trivial object to colossal proportions. 

Paradoxical situations are created 
when intangible forms are rendered 
tangible, as in his Cigarettes with Smoke 
and his Smoke Monument, in which the 
smoke is depicted as solid, and Bats, in 
which the black bat is the solidified 
shadow of the white bat. 

The different versions of an object 
in a related series derive in part from 
this working method . Oldenburg takes 
one of his familiar objects and gives it 
first one characteristic, then another, 
changing the shape, size, and material 
of each successive model. The "hard," 
"soft" and "ghost" versions of the 
Light Switch, Three-Way Plug and 
Drainpipe families visualize different 
states of an object and suggest the proc
ess of change and metamorphosis. 

Finally, there is an erotic element 
that is evident in Oldenburg's art. "If 
you ignore that," he says, "you're miss
ing the point ." Like other interpreta-

tions about his work, the sexual aspect 
should not be exclusive, and yet it can
not be ignored. Many of Oldenburg's 
objects are male or female representa
tions. Sometimes they are combinations 
of the sexual characteristics of both 
male and female in a single hermaphro
ditic object-"the best objects are both 
[male and female]." The eroticism in 
Oldenburg's work suggests rather than 
represents. It is translated in his work 
by the use of various body equivalents 
and sexual connotations derived, for 
example, through the contact of a hard 
subject with a soft one, coupling, plug
ging in of forms, as in the Three-Way 
Plug, or hidden insertion. 

Oldenburg uses eroticism in his work 
as a way of bringing man back into con
tact with his own instincts. Oldenburg 
himself emphatically states, "Any art 
that is successful in projecting positive 
feelings about life has got to be heavily 
erotic." 

For Oldenburg, the artist is someone 
who is involved with creating appro
priate symbols for our time, someone 
who, like Ezra Pound's artist, is an an
tenna of society recording the contem
porary world. Art, he believes, is still 
an area of metaphysics that can explain 
and see the whole and has not relegated 
itself to analyzing and fragmenting. It 
is that area in which it is still possible to 
make broad universal statements about 
the nature of the human condition. 

Oldenburg's work originates within 
his experience and his response to his 
experience through free association. 
The subject, he says, "has been the space 
of my surroundings. My art is about 
spaces: a street, a room, insides." The 
works are designed to emphasize a par
ticular aspect of these spaces. They 
function as a concentrated symbol, de
fining places by condensing their mean
ing into objects which may refer to the 
physical nature of the places ( their 
geography, for example, which Olden
burg feels determines the ideas people 



have about themselves), the emotions 
and history of the places, the inhabi
tant's social habits and styles. 

The pieces of "The Street," for ex
ample, were fragile bits of life related to 
the confusion and disorder, irrational
ity and complexity of New York's 
Lower East Side. For his Paris show at 
the Ileana Sonnabend Gallery, Olden
burg made pastries, which he consid
ered the cit y 's most distinctive subject. 
As Ellen Johnson has pointed out, the 
muted, powdery-colored plaster pieces 
matched the muted elegance of that 
city and its art. 

In describing his working method 
Oldenburg says, "During the first two 
or three weeks in a new city, I try to 
visit as many places as possible and be 
taken around by people who live there 
and know the city. I listen to what they 
say about it. Also, I try to read every 
newspaper and magazine on sale. I 
sketch a lot. And I observe the food." 

While experiences have always been 
a springboard for his ideas, Oldenburg 
rejects the belief that life itself consti
tutes art. Although he uses objects found 
in his environment, he changes them 
into carefully constructed creations that 
refer to but do not duplicate the origi~ 
nal prototype. 

Oldenburg starts with the traditional 
practice of sketching on location. He 
records and saves his impressions in his 
notebooks, which consist of an accumu
lation of drawings, writings and clip
pings, pasted each month on to 8-by-r r 
inch sheets of white paper and pres
sure -bound into notebooks. Each bind
er is labeled according to date and 
place . 

In addition to his sketches and clip
pings, he keeps a diary and each day 
writes a page of things he has seen, 
scrutinizing his thoughts, behavior and 
attitudes. His diaries take the position 
of a spectator who watches Oldenburg, 
the object. With the Proposed Colossal 
Monuments he has become increasing-

ly more specific in recording the asso
ciations the pieces have for him. 

An image from his environment will 
trigger the recollection of other images 
with which he has been working. 
"Forms are carried along [into new en
vironments], the result of having found 
ones formed in other environments. 
Now I must find the meaning, i.e., typi
cal or thematic forms, in the new en
vironment and bring them together 
with the brought forms." 

The final image evolves from nu
merous sources. The Toronto Drain
pipe, for example, began with the T
bar that Oldenburg uses in the hanging 
of his pieces. While in Stockholm work
ing on a catalogue cover for a scheduled 
exhibition in Toronto, he noticed an 
advertisement of what appeared to be a 
twisted drainpipe. The shape of the 
drainpipe resembled the T-bar and his 
middle initial T. When he flew into 
Toronto the images had metamor
phosed into one, which was then pro
jected onto a site, becoming the Toron
to Drainpipe. 

When his studio is completely set up 
and functioning it is a theater for re
constructing sensory effects, a com
pendium of objects that are suggestive 
or descriptive of various forms and 
conditions. The Ice Bag, for example, 
was originally suggested by the need 
for a piece that hugged the ground. In 
his studio he found a bag ashtray that 
hugged the ground, the germinal idea 
for the Ice Bag. 

In executing a work, Oldenburg pro
ceeds from the making of numerous 
drawings on a particular motif to the 
making of a model. His first model is 
generally made from heavy paper or 
cardboard. Oldenburg clips, glues or 
staples it together and then sprays it 
with paint to resemble the finished ob
ject. Muslin or canvas versions serve as 
preliminary models for the cloth sculp
ture. These early "ghost" versions were 
used as patterns for the difficult-to-sew 
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final objects, usually made of plastic
backed vinyl. Other times, hard ver
sions of soft sculpture were made prior 
to the "ghost" stage in order to facili
tate the tracing of the pattern. Each 
model stage evolves as a separate piece 
with its own characteristics, just as in 
traditional sculpture bronze and marble 
works differ from their preliminary 
plaster models. 

With the Bedroom Ensemble came 
Oldenburg's first involvement in fabri
cation and technology , a technique that 
occupies him in the making of his large, 
architectural works. Even with indus
trial fabrication, Oldenburg follows the 
same method of sketching and making 
preliminary models. He works hand in 
hand with the fabricator, suggesting 
and modifying his original designs . The 
requirements of technology demand, as 
did the soft pieces, that his forms be 
simple. With present technology, for 
example, a Giant Teddy Bear cannot be 
constructed without enormous difficul
ty, whereas a simple trowel shape can. 

Oldenburg's work has evolved 
through several periods, each period 
occasioned by, and responsive to a dif
ferent environment . Monuments became 
a central concern for Oldenburg in 
March of 1965. His first monuments 
were poetic drawings in which he placed 
a familiar object on a landscape, making 
it appear "colossal" by equating it in 
size with the surrounding landscape. 
The view in these drawings is usually at 
a distance and is often aerial. Oldenburg 
has remarked about these drawings 
that they "combine two kinds of scale
the landscape and the object-in a sin
gle space ( a sheet of drawing paper). 
Up to that point all my objects had 
been isolated; even when there were 
more than one in a single space the ef
fect was a combination of fragments." 

Oldenburg's monuments are a way of 
making a poetic order out of time's 
changing notion of scale. Our concept 
of scale has been radically altered 



12 

through the experience of flying . It was 
Oldenburg's experience of flying and 
its concomitant scale disorientation that 
initially prompted the monument draw
ings. 

Our idea of size and mass is also af
fected by the chaos of relationships 
represented by the media. Things in 
different scales are shown the same size 
on television or in magazines so that a 
cup of coffee appears as large as a build
ing or an airplane. Everything looks 
small on television and gigantic on 
films. 

If the Street was a metaphor for line; 
the Store, for color; then the monu
ments are a metaphor for scale. 

As Oldenburg became more involved 
in the projects, the monuments moved 
from a simple placement of gargantuan 
objects onto a landscape to a more 
studied relationship of object and site, 
taking into consideration the history, 
habits and geography of the place for 
which they are intended. Because the 
monuments define an aspect of a place 
and act as a focus for Oldenburg's 
thoughts about the place, the perma
nence of site for the constructed objects 
means a great deal to him . 

It was not until several of these mon
uments had been proposed that Olden
burg looked up the definition of "mon
ument" and only then realized that it 
meant a memorial of some kind. This 
definition has given rise to a great many 
literary, specific interpretations about 
the monuments. Generally these come 
after the piece is completed, sometimes 
from other people. 

In one sense the monuments are the 
logical outcome of Oldenburg's fasci
nation with huge scale, making a change 
from "giant" to "colossal." Several of 
his early drawings such as his Giant 
Soft Shirt convey a feeling of architec
tural space even to the point of showing 
the viewer's size relative to the depicted 
object. Since the time of his Green Gal
lery show in 1962, Oldenburg has been 

using inflated scale. Until then, his larg
est object was approximately three feet 
square . 

The moti vation in creating his large 
sewn sculpture grew pragmatically out 
of the experience of working in th e 
relativel y larger space of the Green 
Gallery. He was forced to abandon his 
earlier cloth-and-plaster work because 
he could not make pieces whose size 
would be commensurate with the gal
lery space. He had used large sewn 
cloth props in his happenings and de
cided that by sewing his pieces he could 
achieve the desired size. The large-scale 
pieces used in his happenings were 
created by the need for objects large 
enough to be seen by the audience. 

The enlargement of the object to gi
gantic proportions establishes a more 
surprising sense of scale than would 
be possible with abstract art . A 40-foot 
building is hardly startling, but a 40-
foot trowel seems enormous. The view
er compares what he knows to be the 
object 's "normal size" with its new 
"colossal size" and is more aware of the 
object's new scale. 

In some of Oldenburg's monuments, 
however, the enlargement of the object 
denies its verisimilitude, creating ab
straction. In his vision of the Pasadena 
Art Museum as a Cigarette Package, for 
example, the large-scale object-building 
can only be recognized from a distant 
aerial view. From the ground all that 
can be identified are the abstract or 
formal relationships between elements. 

The idea of scale and its manipula
tion have grown in importance to Old
enburg's thinking. He has recently be
gun the systematic increase in scale of 
the same object, as in the Geometric 
Mouse "family," in which he has made 
various sizes or "scales" of the same 
object. 

For Oldenburg, the siting of the 
colossal objects has taken the place of 
his happenings. Just as he once likened 
his happenings to his soft pieces, in 

which a basic structure is outlined and 
a great deal of unpredictable action 
takes place, he now likens his happen
ings to the ritual of the permanent 
placement of the colossal objects. The 
workers are his actors; the machines 
and object, his props; and the specta
tors are his audience . 

The content and meaning of Olden
burg's work are elusive and ambiguous, 
connoting many things at the same 
time. Were they exclusive or singular, 
they would violate the mobility, change, 
and contradiction of life itself. Olden
burg encourages multiple associations 
and interpretations of his work. For 
himself as well, his works operate on 
various levels of meaning: as form, as 
content, as materials, as bod y equiva
lents. 

Even his attitude toward the objects 
of his attention is ambivalent and de
tached . This can be seen in his Ken
nedy and Stevenson monuments where 
he celebrates and at the same time ridi
cules the objects of his attention. In the 
Kennedy monument he portrays an 
ironic view of hero worship. In the 
Stevenson monument there is a sense of 
parody and ambiguity in the elevation 
of someone whom Oldenburg considers 
not a giant, yet deserving of a monu
ment-someone that would be "tripped 
over " in history books. 

With their many levels of constantly 
shifting meanings, Oldenburg's works 
demand to be approached each time as 
a new experience. Like Marcel Du
champ's theory that the viewer com
pletes the creative cycle is Oldenburg's 
belief that the definition of his works 
depends on the spectator who discovers 
the meaning when he finds the associa
tions in himself and relates them to his 
external world. 



Light Switches-Hard Version 
Replica I /Brown}. 1964-69. 
473/.," X 473/.," X 113/.," 
Owned by the artist 

Light Switch 1 3 



14 Baked Potato 

top : 
Soft Boked Pototo, Open ond 
Thrown. 1970 . 
28" X 36" 
Sidney Janis Gallery , New York 

bottom : 
Baked Potato 
(original for multiple) . 1966. 
4" x 8V8 " x 4 V/' 
Owned by the artist 

opposite top: 
Proposed Colossal Monument for 
Grand Army Plaza, New York : 
Baked Potato (Thrown Version) . 1965. 
23" X 29" 
The Baltimore Museum of Art, 
Baltimore, Maryland, 
Thomas E. Benesch 
Memorial Collection 

opposite bottom : 
Proposed Colossal Monument for 
Grand Army Plaza, New York, 
Baked Potato . 1965. 
18" x21'h" 
Collection Mr. and Mrs. Ira Licht, 
New Yark 
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Baked Potato .. ... . 
The pleasure of the baked potato, 

apart from its mass, is in the slitting of 
the potato-east, west, north and south
compressing its sides and then laying 
into the slit a geometrical shape of but
ter and watching it melt. 

The baked potato is an object which, 
in its structure, resembles the kind of 
sculpture I like to make. It's a soft sack 
that registers what is done to it , where 
it is placed. Its form can be molded and 
returned to its original position. The 
baked potato is a construction that, in 
the course of use, displays its insides 
like the banana and the tube. 

Butter also changes form and returns 
to its original form. The addition of 
butter to a slit baked potato creates a 
very suggestive drama which is con
stantly being recorded in the magazines . 
One can go pretty far in form with 
just a baked potato and a pat of butter. 

The white of the potato is inter
changeable with plaster for my pur
poses, and the skin is sewn of canvas. 
This way, I make my own baked potato 
"theater," which doesn't rot. The form 
of the baked potato is determined while 
the plaster is still wet by normal ac
tivities of the fingers in relation to the 
subject as food. 
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Proposed Colossal Monument for the 
Intersection of Canal Street and Broadway , 
New York, Block of Concrete Inscribed 
with the Names of War Heroe s. 1965. 
16" X 12" 
Private Collection, New York 



War Memorial ... 
The War Memorial began as a pat 

of cold hard butter in the crossed slit 
of a hot baked potato, projected up in 
scale. The crossed slits made me think 
of an intersection of streets, and I de
veloped this resemblance. I picked the 
most crucial intersection I knew, which 
is where Broadway and Canal Street 
cross, connecting Long Island with New 
Jersey and Wall Street to the rest of 
the country. Also, I've read it's the tar
get which, according to experts, would 
be the most efficient in the New York 
area for a nuclear drop. 

The butter became concrete, and it 
ended as an ironic anti-war monument. 
Some students at Cornell did a study 
and found that concrete in that quantity 
would sink through and crush the sub
ways below-so their study included 
plans for the re-routing of the sub
ways. It would be a true obstacle monu
ment. 

Banana ... 
In 1965 I was working on a piece 

which showed an object changing form 
due to the activity of eating. It was like 
those invisible man films they used to 
make where you saw a thing disappear, 
but you didn't see where it was going. 
I used a case with three shelves, and 
each shelf had an object that was in a 
stage of disappearing. The top shelf 
was a sundae being eaten, the middle 
shelf was a baked potato being eaten, 
and the bottom shelf had a banana be
ing eaten. To do this piece, I developed 
a pattern for a banana and sewed up 12 

or r 5 banana skins and filled each one 
with plaster. When the plaster began 
to set, I cut the skin and peeled it down 
the sides, and then I bit off the plaster 
at a certain stage, reconstructing the 
disappearance. I did this over and over 
again until I had four bananas that 
looked convincing. 

The leftover bananas from this ex
periment were mounted on wire to look 
like flowers or fans. That made them 
also look like sculptures or monuments. 
Times Square seemed a perfect spot for 
the Banana Monument, because there 
the streets converge like the parts of a 
banana skin. 
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Stvdy for a Colossal Monvment in Times 
Sqvare, New York, Banana. 1965. 
163,4" (including plaster base) x 9'/ 8 " x 8'//' 
Collection Mr. and Mrs. Richard L. Selle 
Chicago, Illinois 
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Good Humor Bar ... 
Before the Pan American Building 

was put up, there was a hole in the spot 
because of the tall buildings that had 
risen around the Terminal. I saw the 
hole often and kept thinking: that hole 
should be filled, with something like a 
dam. I made a few drawings for a build
ing to fill it, before the Pan American 
Building was discussed. Most represen
tations of the object show a bite out of 
the bar . Accepting this representation 
allows the traffic of Park Avenue to 
pass through the construction. 

Why should buildings always be 
boxes? I suggest the use of objects as 
"found" design, to construct colossal 
things as seriously as buildings are built. 
The sculptor vs. the architect. 

Giant Good Humor Bar. 1965. 
86" X 37" X 12" 
Collection Conrad Janis, New York 

opposite : 
Proposed Colossal Monument for Park Avenue, 
New York : Good Humor Bar. 1965 . 
2JY," X 17'//' 
Collection Carrol/ Janis, New York 
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20 Vacuum Cleaner-Shrimp-Teddy Bear 

Vacuum Cleaner . . . 
What a vacuum cleaner does, wasn't 

so important. In this case, it's more what 
it looks like-it's an object that could 
be a skyscraper. 

I tried to accept the fallen position 
as if that were the proper position-just 
the form of it, without an explanation 
of why it was fallen ( or thrown), as if 
a skyscraper had been constructed on 
its side, like a fallen tree, or leaning. 

Shrimp ... 
The packaged shrimp is horseshoe

shaped, and so is Ellis Island on the map, 
and the shape of an embrace, too, for 
the immigrants. The ferry boats going 
by look like frankfurters in a roll and 
must have suggested that subject. The 
shrimp suits the view from the air, and 
the hot dog, the view from the bag; but 
enlarged, the hot dog is more majestic, 
like an ocean liner coming down the 
Hudson. 

Teddy Bear ... 
The Teddy Bear, an object with eyes 

was important. Looking up the park 
from the south, one casts the eyes a 
long distance in an area surprisingly 
empty in the midst of city congestion. 
The Bear's eyes are like a mirror of the 
huge, free glance, returning it like a 
tennis ball. I also imagined the staring 
Bear an incarnation of white con
science; as such, it fixes white New 
York with an accusing glance from Har
lem but also one glassy-eyed from des
peration. This may also be why I chose 
a toy with the "amputated" effect of ted
dy paws-handlessness signifies society's 
frustrating lack of tools. 

Ironing Board ... 
The top of the board serves as a land

ing place for helicopters. Passengers 
and visitors eat at the restaurant hung 
under the board, recalling the cabin of 
a Zeppelin. They descend by diagonal 
elevators through the "legs." 

The ironing board over the Lower 
East Side echoes the shape of Manhattan 
Island and also "shields" the vanishing 
ghetto, commemorating the million 
miles of devoted ironing. 

notebooks 1965 
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top : 
Proposed Colossal Monument for 
Lower East Side, New York , Ironing 
Board . 1965. 
12'' X 173/.," 
Collection Louise Ferrari 
Houston, Texas 

bottom: 
Proposed Colossal Monument for 
the Battery, New York, Vacuum 
Cleaner (East River View) . 1965 . 
12" X 173/.," 
Collection Mrs. Robert M. Benjamin , 
New York 

opposite top : 
Proposed Colossal Monument for 
the Battery , New York , Vacuum 
Cleaner (View from the 
Upper Bay). 1965 . 
23" X 29" 
Collection Jonathan D. Scull, 
New York 

opposite bottom: 
Proposed Colossal Monument for 
Central Park, New York : Teddy Bear 
(Thrown Version) . 1965. 
23" X 29 " 
Collection Alfred Heller , 
Grass Valley, California 



22 Subway Map-Postal Zones Map 

Subway Map-Postal Zones Map ... 
Because the Manhattan maps are soft, 

they make you think of the ground, 
like a portion of turf, or as if you had 
ripped that particular piece off the 
earth. I used two familiar maps-a map 
of the subway system and another of 
postal zones, two stylized maps which 
represent the great detail of Manhattan 
Island by suggestion and yet are simple 
enough to function as objects and be 
sewn. 

I made certain changes. The sub
ways are loose and hang like a loose 
trellis on the surface. I made the parks 
detachable; they swing out like refrig
erator doors from their surroundings. I 
put little lengths of dowel inside the 
"tubes," which feel like bones. They 
may be imagined to be subway cars, as 
if one could reach down like King Kong 
or God to pinch the tubes and feel the 
cars inside. 

The postal zones developed as an 
image of the city in rock-colored, soft 
blocks, as if you had sliced the air that 
lies above the island like a cake. Another 
way to show this piece is to place it 
on a table. The "zones" then separate 
in an interesting way as the island drops 
over the edge. 

Wing Nut ... 
Even before I thought of doing the 

Wing-Nut Monument-any monument 
on that site-I had begun to collect cut
outs from the Stockholm newspapers. 
The front pages of some papers don't 
carry news, you see, but illustrated ad
vertisements . These will be implements 
for the home: tools, gadgets, building 
and carpentry materials. They go from 
quite small things-bolts and screws
to more important ones-machine tools. 

Soft Manhattan II-Subway Map . 1966. 
68" X 32" X 7"' 
Collection Mrs. Pot Oldenburg, New York 

opposite, 
Proposed Colossal Monument for Karlaplan, 
Stockholm , Wing Nut (model) . 1966-67. 
11" X 46 " X 48 "' 
Collection Mr. and Mrs. Bagley Wright 
Seattle, Washington 



Soon after I got to Stockholm, I began 
cutting these ads out of the papers and 
pasting them on the studio walls. I liked 
the look of them. 

Then a Stockholm photographer 
took me to a sort of design showroom, 
state-supported, where there were all 
manner of working implements for the 
home. I began to think how Swedish 
this sort of concern and presentation 
was. I suppose I was looking for things 

that seemed to typify Swedish experi
ence or symbolize it in some way. 

The wing nut made me think of that 
threaded column of Brancusi's and how 
the nut might go up and down such a 
column-over the threading of a screw. 
I thought of the moving tower in the 
Stockholm amusement park, and how 
the Swedes are preoccupied with things 
looking right in the sunset. Then I 
thought how the up-and-down mobility 
of the wing nut might be linked to the 
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sun dial. I thought of the appropriate
ness, from the Swedish point of view, 
of this monument to a humble bit of 
hardware . 

It's an early version of the Ice Bag in 
a way-upside down. It goes up in the 
morning and comes down in the eve
ning, and it turns around so everyone all 
around the square can see it in different 
positions. 
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Detail of Proposed Colossal Monument for 
Karlaplan, Stockholm, Wing Nut /mode/J . 1966-67. 
11" X 46" X 48 " 
Collection Mr. and Mrs. Bagley Wright 
Seattle, Washington 

left, 
Swedish Wing Nut. 1966 . 
17" X 14" 
Collection Louise Ferrari, Houston, Texas 

opposite , 
Proposed Colossal Monument Behind the Moderna 
Museet, Stockholm , Door Handle and Locks. 1967 . 
40Ya" X JQ" X 6%" 
Owned by the artist 



Door Handle and Locks ... 
I think the original impulse for the 

Door Handle and Locks came from my 
watching the Calder mobile in front 
of the Moderna Museet. It's in three 
moving parts. I found a non-art object 
which also had three moving parts. 

The fact that a building next to the 
museum was a naval prison also played 
a part, but playing with the butter in a 
restaurant got into the shape-a "ray 
gun" which transformed into a door 
handle. The similarity of the pyramid 
of butter balls to pyramids of cannon 
balls I had seen on the island, brought 
in that particular site. It used to be the 
headquarters of the Swedish Navy, 
where cannons and torpedoes were 
made. 

The door handle and locks are sim
ple shapes, and that's important for en
largement. 

The "handle" will turn in its arc; the 
keys will flip in their locks with a crack 
that can be heard for miles. 

Door Handle and Locks 2 5 
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right: 
Door Hondle Fixture. 1966-67. 
8% " X 45/s " X 4%" 
Owned by the artist 

far right : 
Proposed Colossal Monument Behind the 
Moderna Museet , Stockholm : Door Handle 
and Locks. 1966-67 . 
J9Ys" X J9Ys" X 5" 
Owned by the artist 

center: 
Proposed Colossal Monument Behind the 
Moderna Museet, Stockholm: Swedish Door 
Handle and Locks /View from South). 1967 . 
115/s" X 16'/2 " 
Owned by th e artist 

bollom : 
Proposed Colossal Monument for Stockholm : 
Knife in Pyramid of Butter Balls . 1966. 
8%"x 115/s" 
Owned by the art ist 

-..- ., ·-......._~ -
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Saw . .. 
I was v1s1tmg Stockholm for my 

show there in the autumn of 1966. We 
accepted the invitation of Uno, a cousin 
of my father, to spend a Sunday on his 
island outside the city. It was a pleasant 
day. On a tour of the island, we were 
shown the ancient privy facing the sun
set. After supper we watched the many 
boats returning to the city after the 
weekend. Just after the sun had disap
peared, Uno got up suddenly and said, 
"I've forgotten to pull down the flag! 
If these people going home to the city 
see that my flag is still up, they will 
report me!" 

Uno took the flag down and packed 
it away. Though the sun was down, the 
evening was well lit with afterglow. 
Soon, a full moon rose and was reflected 
in a long and strangely tangible-looking 
path across the waves. Uno left the 
room and returned with what looked 
like a violin case, but in the shape of a 
saw. He opened it and it was a saw, a 
fine saw, which had never sawn wood. 
He put the saw between his knees and 
began to bow the saw. His wife sat 
down at the piano. The first number 
was "Santa Lucia." They playe d several 
more tunes I have forgotten. 

Some days later we toured the back 
stage of the Royal Opera and I met the 
head costume seamstress. The same day 
I had said to Pontus Hulten that I 

Proposed Colossal Monument for Langhalmen, 
Stockholm, Saw . 1966. 
J4V," X 41 '/s" 
Archive of Decorative Art, Museum of Sketches 
Lund, Sweden 

wanted to make flags for the poles out
side the museum in the form of the 
"vimpel," a pennant version of the 
Swedish flag in common use. The opera 
seamstress was commissioned to sew the 
flags. In my design, I combined the 
form of the saw which was on my mind 
with that of the "vimpel." 

Material for the saw-flag was ob
tained from the official source of ma
terial for the blue and yellow of the 
Swedish flag. Unfortunately, the fin
ished flags proved to be too fragile to 
hang from the poles outdoors-we neg
lected to reinforce the handle end with 
canvas. One flag was hung inside the 
museum where it functioned very well, 
moving slightly in indoor breezes. 

Design of the flag required a com
plete outline drawing of the saw in large 
scale. This drawing served as the out
line for the hard versions constructed 
in Vancouver. The hinge divisions were 
where the cardboard sections of the 
original drawing ended. The handle 
was shaped in styrofoam and redone in 
wood. It is a northern subject, but it 
needn't be Swedish. Vancouver is a 
saw-shaped word and it fills a pennant 
very well. 

A colossal version of the saw was 
set across an island west of Stockholm, 
as if sawing it in half. The saw is a tilted 
version of the bridge which binds the 
island to the mainland. 

/ 
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Giant Saw-Hard Version . 1969 . 
144" x 40 " x 6 y/'; blade 1" thick 
The Vancouver Art Gallery , Vancouver, 
British Columbia 

oppo site : 
Giant Saw-Soft Version (Saw-Flag). 1966 . 
]7 ' X 41 " 
Owned by the artist 
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Knackebrod . . . 
I eat Knackebrod all the time. They 

come in stacks in packages. I took a 
stack and made one of my disappearing 
food images by biting. I sited the colossal 
version on the same island as the Saw. 
The bites became the stages of the set
ting sun which goes down behind the 
island. As the sun goes down, it travels 
from one bite to another bite and finally 
disappears. 

Swedes thought both the Saw and 
the Knackebrod appropriate because 
the island contains a prison. 

Proposed Colossal Monument in the Form of 
Bitten Knackebrod, Stockholm. 1966-71. 
6" x BV/' x 16%" 
Owned by the artist 

apposite: 
Row of Buildings in the Form of Bitten 
Knackebrod, Stockholm. 1966-71. 
21" X 17" 
Owned by the artist 

Knackebrod 3 r 
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Ball Cock ( for Thames) . ... . . 
The Thames Ball is a giant copper 

ball, based on the form of a toilet float, 
which is connected by a long rod to 
the center of one of the bridges in the 
Thames . The ball rises and falls with 
the going out and coming in of the tide . 

above : 
Prototype for Thomes Boll, 1967 . 
5" X 16" X 4" 
Collect ion Kimiko and John Powers, Aspen, 
Colorado 

opposite top: 
Proposed Colossal Monument for 
Thomes River: Thomes Boll . 1967 . 
3V2" X 5V2" 
Collection Carroll Jonis, New York 

opposite bottom : 
Proposed Colossal Monument for 
Thomes River: Thomes Boll . 1967 . 
J% " X 5% " 
Collection Edwin Jonss, Thousand Oaks, 
California 

It would be anchored, but with a cer
tain amount of sway. It may be that the 
ball will not sink down enough at low 
tide to make the up-and-down move
ment significant , in which case, a de
flatable bottom could be constructed; 
or, the ball could look like a ball, but 
have a flat bottom. 

It will interfere with traffic, but this 
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will be offset by its catching the light 
like a well-fed Turner galleon and in
spire the citizens with its natural 
rhythm. The float monument would 
supply Londoners with sun. It could be 
a sport for ships and boats to try and 
dodge it. 



34 Ball Cock (for Thames) 

Knees ... 
I proposed two knee monuments for 

the Thames. One to stand at the wide 
part of the river near the sea-a single 
knee; the other is the Colossal Knees 
on the Victoria Embankment, placed in 
that spot to echo the four chimneys of 
the Battersea Power Plant-an upended 
table effect across the river. London 
became a sort of canvas, you see. Pro
posing monuments is like composing 
with a city. 

The Knees Monument stands on the 
edge of the river. It would be very 
high, higher than Saint Paul's, and it 
would be interesting to see the effect of 
the sun on it. One could tell time by 
it-by the position of the shadow on the 
Knees. They take the color of the time 
of day. Chicago has its Hancock sky
scraper, London has its knees. Low 
clouds writhe about the unseen tops 

of each. 
One of the ways I objectify the body 

is to select a part and isolate it. In Los 
Angeles it was the nose, and on the trip 
to Sweden and England it was the knees 
(with the ear running a close second). 
What I look at is what I make-the cur
tain went up on the knees. I think also, 
after nine hours of flying, they hurt the 
most. In little English cars, too, that 
tends to be the point of concentration, 
aggravated on one occasion, I remem
ber, by the flu. Ordinarily the knees are 
little sensed and more seen. Parts of the 
body go in and out of fashion-ten years 
ago knees made people laugh. I have a· 
set of photos from Life magazine show
ing knees as cherubic faces. In fact, they 
are not only voyeuristic but, of all the 
parts of the body, the most significantly 
architectural. 

Knees are so ambiguous, whether or 

Proposed Co/osso/ Monument for Thames 
River: Thames Ball (View from River). 1967. 
261/.i" X 40" 

Collection Mr. and Mrs. Jay R. Braus 

not they are cut off from the body . One 
always wonders which way they may 
face, which way they are facing. One 
will never leave them alone. They will 
always look "wrong," as if moving into 
another position. They will forever be 
attracting hands to change their posi
tion. It will be satisfying to reach rigid 
knees at the level of a vase of flowers. 
It satisfies the requirement of a natural 
factual metamorphic change-inclined 
object. 

Knock-knees (which I have) make 
cathedrals. Standing a lot, one becomes 
aware of them intensely. They are one 
part of the bod y with which water is 
associated and ( I can 't explain it) are 
also associated with the moon, perhaps 
from their tendency to be shadowed 
by a skirt on their "faces." Maybe the 
influence of old shots of wading (wad
ing is quite a separate activity from 



swimming). The glistening boot repre
sents the wet part of the leg. 

The controversy about skirt lengths 
is externalized as the tide. The boot 
pursues the skirt like mercury in a 
thermometer-nakedness is sacred ( the 
ritual of fashion is one of the few we 
have). My knees take the Greenwich 
mean . Sailors on the river see the backs 
of them. From experience I can say it's 
difficult to see knees coming at you. 
The gearshift is nothing but a knee. 
With one arm around the girl and the 
other on the wheel, one had to learn to 
flip the gearshift into position with the 
knee. 

The problem became how to isolate 
and decide upon which object/knee. 
There seemed to be three solutions in 
technique: the photograph, the cast, or 
what was already cast-the mannequin. 
I had assembled newspaper photos on 
knees hoping to find a typical vision of 
the knee. In addition, at my request, 
Eric Ayers photographed the backs of 
the knees of his wife and daughter. A 
project of knee photography was also 
launched in the school. All in all, a knee 
talent contest. Meanwhile, I had aban
doned the idea of casting from the knee 
because it is a restless part, and I wanted 
a very clear cast of a knock-kneed 
seance-this being most architectural. I 
obtained the names of mannequin mak
ers in the city and went to several places, 
spelling out my specific request. 

Up and down Oxford Street I 
studied both real knees and the knees 
of mannequins. I discovered that the 
most popular mannequin now is stylized 
at that part and shows nothing of the 
true knee form ( usually thought ugly). 
These are known as "realistic," because 
of their scale rather than their detail. 
A mannequin seller told me that now this 
"real" size was in, which had caused the 
retirement of the slightly oversized and 
anatomically detailed mannequin. He 
showed me a specimen of the old, which 
I promptly bought. Back at the room in 
Alecto's Kensington Studio, I trimmed 
off the parts not needed, i.e., all but a 
single knock-kneed-stanced knee. After 
several days contemplation of this ob
ject, I decided to have it doubled in 
reverse to serve as the other knee, rather 
than look for another mannequin knee. 
This was done by recarving from the 
original. 

London Knees. 1966-68. 
15" high with 6~ " diameter 
Owned by the artist 

right: 
Kilns, seen while flying into London. These, along 
with the chimneys of the Battersea Power 
Station, suggested the Colossal Knees along the 
Thames. Earlier in 1966 I had done the Swedish 
Light Switches in Stockholm-round buttons, side 
by side. Similar "double" objects began lo 
attract my attention thereafter: binoculars and 
salt and pepper shakers, for example . 

Knees 35 



36 Knees 

I 
{ 

/ 
i 

I 



right: 
Cigarette Butts, Mounted . 1966. 
Collection William N. Copley, New York 

opposite top: 
Proposed Colossal Monument for 
Thames Estuary : Knee. 1966. 
15" X 22" 
Collection Kimiko and John Powers, Aspen, 
Colorado 

opposite bottom : 
Proposed Colossal Monument in the Form of 
Knees, on the Victoria Embankment, 
London. 1969. 
101h" X 153,4" 
Owned by the artist 

Fagends ... 
A traditional nonon of London is 

that it's a male city, as opposed to 
Paris, which is a female city. So in Lon
don you find an obsession with phallic 
forms-legs and cigarettes and so on. 

While developing the knees as a 
multiple, I was also developing an ash
tray full of cigarette butts; in England, 
"fagends." I made a collection of butts 
from ashtrays of places visited and 
mounted them. These eventually led to 
the proposals for Hyde Park in the form 
of colossal fagends in various forms, 
various situations. I was inspired, in 
part, by an anti-smoking ad put out by 
the government of an ashtray full of 
butts arranged to frighten you off 
smoking, but in fact so beautiful, it had 
the opposite effect ( on me). 

The Fagends have been made in four 
scales as an object. Each time I re
experience the act of crushing the cyl
inder, which is the culmination of a 
smoke. Cylinders are sewn and filled 
with plaster or foam and then crushed 
more or less artificially. 

When I was making the cylinders 
shown in Los Angeles, I made it a point 

to dine on tortillas each night during 
the making to get the feel of the 
"paper," i.e., canvas in the scale I was 
using-rolling them and crushing them 
as I ate. 

The largest were created as an event, 
to which I was the only witness, un
fortunately. Large tubes were sewn and 
wire springs placed inside. Then the 
tubes were tied to chairs and urethane 
foam in the form of liquid poured in. 
As the urethane changed from liquid to 
foam, it caused the tubes to twist into 
shapes determined by the ropes and tbe 
spring. It was nearly automatic, though 
of course predetermined by the limits 
of the tube and expectations of what 
the tube would do against the ties, etc . 
Because the urethane is poisonous, I 
attended with gloves and a mask, in a 
kind of costume. The event took place 
at night under a single light bulb. The 
writhing tubes suggested a scene of tor
ture. Studio drama. 

The Fagends are a variable-compo
sition piece based on an object, which 
is a model in the non-art world of that 
kind of a piece. Cigarettes go through 
several compositional adventures: first, 
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they are packed in a rigid order; then 
the order loosens as the cigarettes are 
pulled out of the pack. The body of 
the object is partially consumed or 
metamorphosed in various invisible ma
terials which go their own way into 
compositional adventures. The husk is 
finally altered by pressure in being dis
carded. Again, the parts of the original 
package are brought together, but al
tered and informally arranged in the 
wider confines of an ashtray. A further 
reordering occurs when the ashtray is 
emptied into the wastebasket, and so on. 

In any scale, the Fagends are a vari
able and arbitrary composition, and 
there is no right way to show it. There 
are ways that I prefer and ways that 
others, who must take the responsibility 
for arranging it, may prefer. Like many 
of my pieces, each time it is photo
graphed, it is in a different arrangement, 
has a different over-all aspect . 

In colossal form, it has to be a park 
sculpture. Park equals ashtray . 

In the Fagends the ashtray becomes 
the sculpture base and, so, makes the 
base functional, like the plates under 
the food sculpture. 
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Proposed Colossal Monument, Fagends in Hyde 
Park (for the edition of London Knees) #1. 1966. 
7" X 10" 
Owned by the artist 

i'"• .. ,...., 



Giant Fagends . 1967. 
13 pieces, ranging from 
19Y/' to 41 y/' long x 11" diameter; 
painted wood base, 22%" x 102" x 885/s" 
Whitney Museum of American Art, New York 
Gift of the Friends of the Whitney 
Museum of American Art 
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Gearstick ... 
In London a cab driver told me he 

thought it was a great idea to put some
thing more contemporary in place of 
monuments like Nelson Column. Not 
only would the Gearshift be a modern 
version of a column, but it would also 
be an appropriate monument because of 
the constant traffic congestion in Tra
falgar Square. The Gearshift moves 
through the positions with a jolt that 
makes pigeons scatter in the air. I sup
pose the substitution of a simple indus
trial object for a landmark might arouse 
more indignation in London than in 
Stockholm. Industry in England is not 
regarded as optimistically as it is in 
Sweden. 

bibl. 20, p. 2 3 
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above: 
Proposed Colossal Monument to 
Replace the Nelson Column in Trafalgar 
Square: Gearstick in Motion. 1966. 
153,4" X 223,4" 
Collection Mr. and Mrs. Nathan Gellman, 
New York 

left: 
Proposed Colossal Monument: Gearstick in Place 
of Nelson·s Column, London. 1966. 
53f.i" x 4V/' 
Owned by the artist 

opposite: 
Colossal Fagends in Park Setting, with Man . 1967. 
JO" X 22" 
Collection Mrs. Rene d'Harnoncourt, New York 
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English Extension Plug ... 
The English Extension Plug was the 

first object expanded to the function of 
a building. In each country, the electri
cal culture is different, and in England 
there is a great variety in plugs. This 
one is big even as a plug and so archi
tectural to begin with, following it to 

' 

~ ' 

the conclusion of a building is easy. A 
functional part in a plug becomes a 
functional part in a building. An object 
and a building in the modern style 
change places easily. 

The English plug-building was iden
tified as a crematorium because it had 
that look. I next visited Sweden and 
there found an ornate extension plug 
which looked like both a castle and a 
church. I sited it on top of a hill. The 
church connection lies close to the 

\ 
\ 

\ 
I 
j 

three-way plug because of the cross
vault structure of both objects and folk 
identification of religious power and 
electricity. 

-- .. 
~ .L __ 



Proposed Chapel in the Form of o 
Swedish Extension Plug. 1967 . 
22" X 30" 
Kronnert Art Museum , University of Illinois 
Champaign, Illinois 

opposite top: 
Building in the Form of on 
English Extension Plug . 1967. 
22" X 30" 
Collection Mr. and Mrs. Arthur I. Cohen , New York 

opposite bottom: 
English Extension Plug, Mounted . 1966. 
Owned by the artist 
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Drainpipe . . . 
Soft pieces are often supported on 

a T-like rack so that shape is common 
in the studio-old racks lying around. 
It's also my middle initial, which makes 
me aware of it. Specifically, I was play
ing around with the letter T as a title 
page for a section on my work in the 
catalogue of a show for Toronto-look
ing for an object that would fit this 
letter. This was in Sweden, and there 
I found an advertisement showing what 
looked like a soft drainpipe but was, in 
fact, a hard drainpipe demonstrating 
possible bends and curves. This fit the 
need for a T and was the first use of 
the drainpipe object. I later discovered 
that this representation of a drainpipe
in a T-shape with a twisting stem-was 
the trademark of drainpipe specialists 
in the city. 

When we went to Toronto in Janu
ary, 1967, I sketched the Drainpipe in 
a waterfront situation that had sug
gested itself as we were flying in. Coro
nation Park, I later learned from the 
map. The monument has taken a civic 
center turn. It would have a waterfall 
in the front. There would be water in
side the Drainpipe, like in the submarine 
tower in New London, Connecticut. I 
also envisage a plastic top in the Drain
pipe where helicopters will land and 
underneath that, a giant swimming pool 
which might have a plastic bottom so 
that people could look down at Toronto 
from under water 8 50 feet up. At the 
base of the Drainpipe are two semi
circular structures used for civic events 
and conventions. On top, these struc
tures form a B-shaped piazza around the 
base of the pipe which people can use 
for strolling and watching the waterfall. 

Proposed Colossal Monument for Coronation 
Park, Toronto, Drainpipe (model). 1967 . 
64" X 33" X 17" 
Dr. Peter Ludwig Collection, 
Wallraf-Richortz Museum, Cologne, Germany 

opposite: 
Soft Drainpipe-Blue (Cool) Version . 1967. 
84" x 55V2" x 15" 
The Tote Gallery, London 

Drainpipe 45 



46 Drainpipe 

" ... Now Niagara becomes obsolete 
and the subject of dull attempts to 
recreate forgottten thrills. Honest Ed, 
below, will still attempt to move his 
Niagaras in thin porcelain, but, on the 
whole, very few will want to buy them . 
Instead, there is much interest every 
Saturday in the new and cheaper re
productions of the Giant Drainpipe. 
Hong Kong, of course, has taken the 
trouble. By its surprising, accidental 
conj unction with the cruciform ( the 
horizontal-vertical of all our activities), 
the Giant Drainpipe is gathering respect 
and admiration in the catholically dom
inated provinces. One sees replicas 
here and there, a new note across the 
beds and bureaus. I have seen a quite 
well-made one in an igloo ... . Finally 
the Drain emerges as an up-to-date tar
get of worship, a thing-in-itself, thor
oughly defended and licensed by the 
new metropolis of the North .... As a 
direct result, under this monument, 
Toronto turns into the first modern 
glutination of Istanbul, Stockholm, Cal
cutta, St. Petersburg, Magnitogorsk and 
Peking . . .. " 

bibl. 7 

Patterns for the Drainpipe Model . 1967. 
56" X 6V," X 17" 
Owned by the artist 

opposite: 
Proposed Colossal Monument for 
Toronto: Drainpipe. 1967. 
40" X 26" 
Collection Mr. and Mrs. Harry Klamer 
Willowdale, Ontario, Canada 
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top : 
Proposed Colossol Monument for Coronation 
Park, Toronto , Drainpipe. 1967. 
23" X 30" 
Men il Family Collection, Houston, Texas 

bottom : 
Drainpipe/Crucifix (notebook page) . 1966. 
93A" x a" 
Collection Mr. and Mrs. Roger Davidson 
Toronto, Ontar io, Canada 

opposite left: 
Drainpipe from a Swedish Newspaper . 1966 . 
Owned by the artist 

opposite right: 
Proposed Colossal Underground 
Monument , Drainpipe . 1967 . 
40 " X 26" 
Collection Mr. and Mrs. M. Riklis, New York 
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Kennedy Tomb ... 
A hollow casting is made of the late 

President on the scale of the Statue of 
Liberty. The original is taken not from 
the man himself, but from a photograph 
of the man, standing, his hands in his 
pockets, arms close to his body, legs 
together, figure stiff and erect. This 
gigantic casting is inserted head down 
into an excavation and the earth closed 
around it. The shoe bottoms are also 
covered so that the entire sculpture is 
invisible. An opening about the size of 
a golf hole is left at the top, through 
which the interior of the sculpture may 
be seen by kneeling or lying on one's 
stomach. There is no other way to see 
the sculpture. 

This hole is in the center of a square 
mile of grass carefully tended by an 
army of groundkeepers and bordered 
by trees. Nothing is visible on the sur
face except the men tending the grass 

and the line of sightseers waiting to peer 
down through the hole. The inside of 
the sculpture is brass, and here, too, a 
large staff is kept busy, polishing the 
sides by electric light from scaffolds and 
suspended seats, like the window wash
ers of skyscrapers. The illuminated 
golden interior contrasts sharply with 
the green and bluish free space above 
the ground. From the top of the in
verted sculpture-from the "soles" over 
the absent "shoes"-the sarcophagus 
may be hung by a long wire like a 
plastic mummy case, head down in the 
posture of the colossal statue's invisible 
exterior, swaying slightly in a pendulum 
effect, responsive to the movement of 
the earth. 

All sculptors feel sorry that the in
sides of their work cannot be seen and 
appreciated. The insides of my soft 
pieces, with the light shining through, 
the drawings of the seams-these are 

above: 
Statue of Liberty, Upside Down, Underground
Marked "Tomb" (notebook page). 1965. 
11" x BV2" 
Owned by the artist 

Proposed Underground Memorial and Tomb for 
President John F. Kennedy. 1965. 
18" X 14" 
Owned by the artist 

wonderful, as much more wonderful as 
the inside of the body is than the out
side. I am thrilled by visiting the insides 
of the Washington Monument and the 
insides of the St. Louis Arch. 

The Statue of Liberty was the first 
form of the underground monument. I 
proposed eliminating the exterior of the 
goddess entirely by burying it head first 
in the ground, leaving the exterior of it 
to be imagined. The scale would be
come more impressive than now, when 
it is lost in the bay. 

bibl. 20, pp. 166 & 167 

notebooks 1965 



Stevenson ... 
1. Two observations about London are 
embodied in this proposal : (a) the em
phasis on detail, i.e., smallness of the 
landscape and the English cult of small
ness; (b) the emphasis, or cultivation of 
obstacles. A small monument in obstacle 
form. 

Obstacles might be most felt in the 
feet, so something attached to the 
rectangle of a street stone which could 
be placed by substitution for an existing 
stone suggested itself. A friend sug
gested a pigeon decoy, which would not 
fly away as they usually do when the 
feet approached. This would add an 
element of surprise-you would ap
proach the pigeon and expect it to fly 
away, and of course it wouldn't, and 
you would fall on your face. 
2. Specific adaptation. Death on the 
street entered my mind probably 
through such a death of a friend in 

1966. He went out for a walk as he 
always did in the evening. He had a 
heart attack and died in the street. I 
found myself living near the spot where 
Adlai Stevenson died such a death, and 
the little monument idea took form as a 
modest monument to him in that spot. 

This then became the empty or 
dropped hat of the same material as 
the stone, discreet but likely to be 
tripped on. There would be no inscrip
tion. 

I think the Stevenson of legend, any
way, would have preferred this to some
thing grandiose. I established that 
Stevenson wore a hat at the time of 
being stricken. The hat is bronze and 
set into one of the 24-inch paving 
stones, making it necessary for a pas
serby to watch his step, slow and be 
curious since the sidewalks are narrow. 

In this "monument" the object re
tains its own size. 

Stevenson Memorial 5 1 

Small Monument for a London Street: 
Fallen Hat (for Adlai Stevenson} . 1967. 
23" X 32" 
Collection Kimiko and John Powers, 
Aspen, Colorado 
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Fan . .. 
The Banana Monument for Times 

Square leads into the Fan. The banana 
standing on my refrigerator demon
strated this: the transition was accom
plished through an earlier design of the 
Fan; it was a more modern Fan that had 
sort of a banana end. When you peel 
the banana, you get the four wings of 
the Fan (leaves). 

The Fan's first placement was on 
Staten Island, blowing up the bay . 
Later, I sited it as a replacement for the 
Statue of Liberty. This came about be
cause I had enjoyed, handled and copied 
the Statue of Liberty souvenirs. In their 
larger versions they give a sensation 
about equal to that of handling a small 
fan. (My copy was about that size.) 
Her spiked halo does suggest the fan. 

To substitute the Fan for the Statue 
of Liberty is to convey into the fan the 
enormous mass of the statue. To pick it 

up would take the scale and strength of 
a giant, and a giant might handle the 
statue as easily as one handles a fan. 

In "real" terms, the colossal Fan 
guarantees workers on Lower Manhat
tan a steady breeze. Or it is the inhabi
tants ' representation, on their terms, of 
the reliable southwest breeze, a monu
mental version of nature. 

As emblem, the Fan might read: 
"Motorized America, the chopper." 
Once machines were all black ( before 
they became svelte and blond,;; and blue
eyed )-possibly because machines were 
identified with evil. "Fan" means 
"Satan" in Swedish-there is that area 
to explore. There is a black fan and a 
white one-the theme of opposites in 
the context of superstition. I have a 
shiny black fan and a dry white fan
like the two angels, those winged vie-

. tories that walk beside you, the white 
angel and the black angel. One for day, 

one for night; turn to the left, turn to 
the right. If people want to find things, 
they are probably there. I recently dis
covered that the windmill is the logos 
of New York City. There were once 
many, many fans on the hills around 
the bay. 

bibl. 20, p. 162 notebooks 1967 

above : 
Proposed Colossol Monument, Fan in Place of 
the Statue of liberty, Bedloe's Island. 1967. 
26" X 40 " 
Collection Ondine Vaughn and 
Steve Schapiro, New York 

opposite : 
Giant Soft Fan. 1966 -67 . 
120" x 58 %" x 61 %"; cord and plug, 2911h " 
The Museum of Modern Art, New York 
(The Sidney and Harriet Janis Collection) 
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opposite : 
Gionf Soft Fan- " Ghosf" Version . 1967. 
120" x 59" x 64 "; cord and plug, 290" 
The Museum of Fine Arts, Houston, Texas 
(gift of D. and J. de Menil) 

Drum Set .. . 
The Drum Set is more a landscape 

than a body, a sort of grand Breughelian 
vista. 

The set would not have developed as 
it did without my experience of the 
mountain-enclosed cul-de-sac of Aspen 
Valley-or of the particular view from 
our window, looking west from the 
duplex in the place called "the Alps." 
I recall identif ying the startlingly pure 
white shapes of the thunderheads illumi
nated along the ridges of the hills 
around in night storms, with drums ( to 
the accompanying sound) and the sight 
of Red Butte against the sunsets, which 
inspired the placing of the pedal there, 

above : 
Proposed Colossal Monument for Batfersea Park, 
London, Drum Set . 1966. 
15" X 22" 
Collection Mr. and Mrs. Edwin A. Bergman 
Chicago, Illinois 

to strike against the technicolor sky. 
I have a monument plan for the 

whole Aspen enclosure, distributing the 
parts of the set in the eastern end of 
the valley in the manner of Hoover 
Dam-the bass drum facing eastward, 
receiving the light of the setting sun, 
like a sun superimposed on the moun
tains. 

Inside my Drum Set light is like the 
interior of a circu s tent at noon. The 
Drum Set may be compared to archi
tecture. Wooden sticks then become 
poles and spun metal cymbals become 
roofing. The inside of a drum is full of 
invisible sound. The rim reminds me of 
a circus "ring ." The colossal version of 

--~-----
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the Drum Set is rationalized as a plea
sure palace for concerts, circuse s, etc ., 
sited in Batters ea Park. The sides ( or 
hides) of the drums could be rolled up 
in the summer to let in the weather; 
when down, they would glow with 
inside light like the drums in old Hawai
ian bands. 

My first and only musical instru
ment was a set of drums ( called traps), 
bought when I was fifteen from a pawn
shop on Halsted Street in Chicago . 
I used it to get attention by opening 
the windows and playing as loud as I 
could . 

I like "rim shots." I have always liked 
working close to edges. 
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Whatever is not heard is heard. The 
ring of the silent soft telephone is 
"heard," the typing of the silent soft 
typewriter is "heard," and the sound 
of the silent soft drum set is "heard." 

Sound ( or absence of it) is a sculp
tural technique. 

OHIO 
Drumheads are always being tight

ened. The softening softens the sound 
as well as the surface. It retreats from 
impact (while it shows the effect of 
impact). 

The Drum Set considered as ex
terior, i.e., with its interior volume 
filled, for example, with concrete. 

Drum Set equals OH I 0-H and I, 
the pedal. Also, "Hi-sock," the foot 
cymbal. 

COLOR AD 0: 0-bass, 0-snare, 
0-tom-tom. 

O's and O sounds, like Frank 
O'Hara's poem, "The Buddha Preach
ing," function on O sounds. 

The Drum Pedal is as conspicuous a 
device on the skin of the bass drum as 
the genitals are on the male body. The 
Drum Set is the image of the human 
body. It is a body of both sexes, a bi
sexual subject. Anyone who has traveled 
with a drum set knows that it must al
ways be disassembled and assembled, 
packed in boxes. The organ of the 
pedal-for example, the masculine ap
pendage-is detachable, and so are the 
breasts ( cymbals). The womb (bass) 
has its own box. The set is like a jointed 
doll. 

The wirebrush fans are like webs or 
fins or toes spread. 

There is a great emphasis on setting 
up and taking down, to an exaggerated 
degree for a work of art. Because of 
the softness of the drums, the broken 
sticks, and the large amount of unruly 
detail ( more than in any piece I've made 
up to this time), the piece never seems 
to achieve stability or order, and so, 
contradicts, in its soft version, the con
cept of unity and purpose stated in its 
image or real version. 

Drum Set is an unmade bed. Sleep 
Set, all gravity. 

It is a state of nature, a condition, 
that I want to represent above all-the 
large formal realm of softness, which 
one's own body suggests. Sculptors · 
have depended on water for this, but 

\
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water is too natural and moves too 
much in real time for me. 

Only hard originals are taken as sub
ject for softening. Softening may be 
seen as pacifist' wish fulfillment ( soft 
car, soft gun), endless staying in bed, 
pleasure, as championing drugged im
potence, transvestism, melting of bar
riers, subversion, as anti-ambition, as 
the projection of body, of author's 
body, or calling attention to the great 
neglected formal realm of the non
rigid (airship). Whatever is required
soft is generous. 

The last act, of softening the thing, 
is like a climax, a death blow to its 
functionality and classicism. The object 
is reduced to nature, left a heap. Its 
soul, one may say, rises to the heaven 
of things in the "ghost" form. Its exor
cised spirit returns to the realm of 
geometry leaving a pile of wrinkled 
laundry. Christian Science. Amen. 

Scissors ... 
In the New Washington Monument, 

there is an interest in national symbol
ism, particularly the Great Seal, which 
was the starting point. It was a matter 
of translating the seal into a familiar 
and simple object for my purposes. 
Both sides of the seal are planned on 
an X pattern, the eagle and the pyra
mid ( the upper part of the X invisible) . 
The seal has an eye, the eagle has a 
beak, and the United States' obsession 
with division ("united we stand ... ," 
etc.) all suggested a scissors. The scis
sors, in my morphological index, are a 
variation of the fan. A strange intoler
ance of division, separation, in the 
U.S.A. is expressed by the cruelty of 
the scissors in obtaining union: as the 
scissors close-unifying-they separate 
the material they close about. 

Like the scissors, the U .S.A. is 
screwed together-two violent parts 
destined in their arc to meet as one. 
The scissors have played as important a 
part in U.S.A. history as the neoclassic 
inheritance from the French architects 
around the revolution ( the last brilliant 
symbolist architects). Betsy Ross cut 
her flag from a dress, didn't she? Scis
sors have cut ropes and made clothes. 

opposite top: 
Giant Soft Drum Set. 1967 . 
48" X 84" X 72" 
Collection Kimiko and Jahn Powers, Aspen, 
Colorado (courtesy, Cleveland Art Museum) 

opposite bottom: 
Study for the Giant Soft Drum Set . 1967. 
30" X 22" 
Collection Kimiko and John Powers, 
Aspen, Colorado 

I , 
t 

Scissors 57 

above: 
Proposed Colossal Monument 
to Replace the Washington Obelisk, 
Washington, D.C.: Scissors, Closed. 1967. 
30" X 20" 
Owned by the artist 
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The capacity to separate material is as 
great an invention as fire and the mir
ror. When the mirror is shattered, it 
associates with the scissors and its parts 
are flame-like. It is one of those inter
esting words that can be singular or 
plural-the screw eye seeing to that. 

The scissors are an obvious mor
phological equivalent to the obelisk, 
with interesting differences-metal for 
stone, humble and modern for ancient, 
movement for monumentality. Climb
ing the obelisk is a wonderful experi
ence; it's like descending a mine. 

The final form of the Scissors is the 
result of a Scissors Talent Hunt. I drew 
and copied and enlarged many scissors, 
domestic and foreign. The drawings and 
templates were then left lying about 
the studio. I combined them one day 
without thinking of which part be
longed to another, to produce an "ideal" 
pair of scissors. 

The handles of the monument are 
underground, balanced in great troughs 
which may be looked into. The han
dles are red. The blades part in the 
course of a day. At evening, the colossal 
red handles rise above the ground; they 
sink out of sight again when the sun 
sets. The closing continues slowly all 
night until dawn when the colossal 
blades are joined, forming a structure 
like the obelisk, catching the sun's light 
at the tips. 

I carried the scissors subject to Los 
Angeles in a full-page ad I took from 
the New York Times, showing a scis
sors for every use. In Los Angeles I 
enlarged them and made patterns of 
the scissors I liked best and drew them 
on canvas. Janet came each afternoon 
to pick up a pattern and returned the 
next day with another soft scissors. 
When I had enough, I hung them to
gether in the air, remembering the 
phrase "nest of scissors." The result was 
a long way from the identity of the 
original subject. Most people wouldn't 
know what it was if it weren't for the 
title. 

The scissors cut both ways icono
graphically, male and female. They're 
phallic, of course, but also line draw
ings of ovaries. The fiercest scissors in 
my mind are the scissors of the man 
who chases the boy in Struwwelpeter, 
to cut off his thumb. 

opposite: 
Proposed Colossal Monument 
to Replace the Washington Obelisk, 
Washington, D.C.: Scissors in Motion. 1967 . 
30" X 19%" 
Collection Philip Johnson, 
New Canaan, Connecticut 

above: 
Soft Scissors. 1968. 
72" X 35" X 6" 
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Thomas G. Terbell, Jr. Family Collection 
Pasadena, California 
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Hole .. . 

PLACID C1v1c MONUMENT, Oct. 1st, 1967 
Location: 
Central Park, behind the Metropolitan 
Museum, northwest of Cleopatra's 
Needle. 

Instructions: 
1. A level area of ground six-feet long 
and three-feet wide is neatly excavated 
to a depth of six feet. 
2. After a short interval-say, a break 
for lunch-the excavated earth is re
placed. 

The turned earth is neatly raked 
with attention to clear edges and the 
ground left unplanted . It may be re
seeded at a later date. 

Description of tbe work: 
1. rn8 cubic feet of Central Park ex
cavated and reinserted. 
2. Underground sculpture, consisting 
of the material in an excavation six feet 
by three feet and six feet deep, in Cen
tral Park ... , and reinserted. 
3. Environmental sculpture, consisting 
of the material in an excavation .. . , its 
relationship to its surroundings and all 
related objects, persons and events
past, present and future. 
4. An event, consisting of the breaking 
of Central Park ground and its conse
quences. From the action of the shovel 
through the actions of press and bu
reaucracy. 

The work is a gift to the city of 
New York. 

C. Oldenburg 

This was my first public monument, 
beginning at the beginning-with the · 

hole itself. Everything counts-I've al
ways said. 

It satisfied, litera lly, the requirements 
stated by the name of the exhibition: 
Sculpture in Environment. The grave 
connotations were difficult to avoid and 
certainly were encouraged, but perhaps 
there would have been less of that asso
ciation if the horticultural diggers
whom we first approached-had done 
the job . Th ey reportedly could see no 
reason for a hole if nothing was put 
into it and did not want to work over
time. Instead, city gravediggers were 
obtained. 

Very few people attended the actual 
hole-digging, but it acquired notoriety 
because Tom Hoving mentioned it in 
a TV broadcast held at the Whitney 
Museum the same time the Hole was 
being dug. He was talking to Mayor 
Lindsay on TV and the mayor asked 
him if they were going to bury him 
(Hoving) in the Hole, which made it 
necessary for a New York Times report
er to call me for the background on my 
return from the park. The piece ap
peared in the paper next day and went 
out on the wire services. This satisfied 
category # 4 in the description of the 
work. Among the many comments on 
the work, the reaction I like best was 
from the Toronto Globe and Mail, 
which ran a blank space where its polit
ical cartoon normally appeared on the 
editorial page. That is, they translated 
the idea into another technique or 
medium-never mind their indignation. 
These notes were written on my return 
from Central Park October 1, 1967, 
after The Hole was dug and in the days 
immediately following. 

Notes at the Hole opening 
Diary of the Hole 

Monument for a City Park : The object 
unidentified (UFO). Burial of an un
identified object. (Pathos of this. City 
pathos.) 

"Some say it was a body" 

"Some say a bag full of cats" 

"Some say he dropped a dead dog in 
there" 
"I heard it was the corpse of JFK, 
ghouled up in the middle of the night 
and brought here" and so on 

A silver ladder 

I heard it was a gold bicycle stuffed with 
hundred dollar bills 

A toilet 

his wife's ears 

an icebox full of uranium 

4 collectors two alley cats (dead) 

Edgar Allan Poe's handkerchief 

These be things that were not buried, 
as certified by myself 

(sign.) 

(seal) 

the hopes of a city lie buried here 

Winter comes the monument is m
eradicable ( only an earthquake) 

Central Park land is sacred to the city 
and expensive, you bet 

Proposal for a monument-shadow only 

Grand opening at the cemetery 

Winter goes-grass grows ( my grass) 

If people have not dug it up out of 
curiosity or greed, for who can believe 
nothing is buried therein, not to men
tion the rumors thereof 
(Buried Treasure) 

Inside the body of the Earth 

A tunnel to China 

Earthworks 

A trap for wild animals ( an ocelot came 
by) Kids said: a trap for kids (for 
Gooks? for Mexicans?) 

McDarrah remembered discipline in 
army "six by six." How long did it 
tak e?-as long as it took 

It was Virgin ground the Digger com
mented 

This sacred ground. This poor grubby, 
beat-up sacred ground. We freshened 
it up, we turned it, we put some of the 
1967 soot down at the bottom , roughly 
1,000,000 yea rs ago, and brought some 
of those dinosaur tracks up for all to 
see ( or the land soft pad by Inj uns) 

Down into Earth's time like into tree. 
Therefore, a sort of time monument 
(time-space) 

The diggers were conscientious of the 
geometry and "loving," as Doris said. 
True . The rake is subtle 

Dangerous, because the associations at
tract interpretation as prophecy-coin-



cidence, which leads to practice of anti
magic against one (but my act is a pro
tective magic form) 

the sort of fooling-the-gods that Steve 
said the Indians do, lying about having 
a son, dressing him in women 's clothes, 
cursing "her" and the gods for giving 
"her," to keep them from taking him 
away. 

The sculpture is placid-it lies down 
and looks up at the clouds, or it stands 
and looks at the grass, or it hides its 
brains like an ostrich. 

The event is composed of all its parts, 
which was steadfastly ignored by spec
tators. Including all that is related to 
the event but which did not happen at 
the spot of the event. Discussions, argu
ments, etc., within the aesthetic bu
reaucratic structure of the big city. 

The setting up of it was the event 
The event has phases in time: prepara
tory manipulations 
Oct. 1, Pulaski Day, 10 A.M. Sunday 
ground broken 

grave dug, 10:30-12:30 

lunch time ( about Y2 hour) 

grave filled (Local 65?) 

trimming and cleaning up 

Leaving it 

And now: 

Each day it is visited by the Parksman, 
and some of the dirt which did not fit 
back in, replaced, because the rain and 
the weight of the dirt tend to depress 
the surface. 
It is seeded by the Parksman ( and per
haps by others-some exotic growth) 

The artist is communicator, and from 
experience he knows how difficult it is 
to communicate the pure sense of being 
alive. His life is a constant discussion 
with his audience over some small part 
of the earth which he has isolated, made 
or imagined 

The Central Park Monument is a soft
ened piece of surface 

The grave form was chosen because of 
its high associational value; thus, the 
discussion can be more intense because 
I will, for my artist's part, maintain that 
the grave association ( or pit or trench 
or tunnel, etc.) is not the point. While 

admitting it (deliberately) obscures the 
point, in order to throw my artistic rea
sons into sharper relief 

If I had buried something, that thing 
would have been the focus of attention 
(a "sculpture," an object). By not 
burying a thing the dirt enters into the 
concept, and little enough separates the 
dirt inside the excavation from that out
side ( a thin line if represented in a 
drawing) so that the whole park and 
its connections, in turn, enter into it. 
Which means that my event is merely 
the focus for me ( on the one hand) of 
what is sensed, or in the corner of a 
larger field, if the focus is placed else
where as, for example, looking at a ball 
game or a girl or, in fact, the Obelisk 
Cleo's Needle, which is a monument 
of the concentrated object kind. (CO's 
needle) A monument which I believe 
was excavated-one explanation given 
was that we were re-burying the needle 
(in haystack) 

This is the spot I played when this high. 
I repeat, this is the spot where all played 
this high 

In Lincoln Park, Chicago, such digging 
would have uncovered Injun bones or 
bones from the , 87, fire 
It did 

We visit this spot now for years watch
ing it disappear and become again sur
face. This thing we broke like a wound 
on the Sunday A.M., the shovels curv
ing to a point, expertly diving in, turn
ing up (no "probe" had been made so 
we did not know if rock would be 
struck, but I had picked a soft looking 
"high" spot.) 

As in buried treasure, the shadow of the 
tree falls, etc ., on such a day at such a 
time. There. Dig-X 
MonumentX 

Some wanted to package the dirt in a 
container of the same proportions and 
sell it like holy water or Duchamp's 
Paris air but I did not-hadn't even 
thought there would be dirt left over, 
but of course there was; and hadn't even 
thought that amid the fading green like 
Lady Macbeth-My God, how red the 
dirt was! 

(Design a Park) 

To Dorothy: when this monument 
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fades, comm1ss10n a "real" monument 
above ground. 

caught a cold back there 
in the windy behinds of the Met 

catch your Met of cold 

I learned simplicity in the Park in 1957, 
drawing the cracks in the pavement 

The sound of the shovels, beginning 
The jar to the mind and senses of the 

rupture 
The look of the earth coming up from 

under skin 
The shape of the turf's hair 
Rocks 
Helicopter flies over just this spot. Ball 
games assemble "Still digging, eh? How 
far you gonna go?" "Look, they're dig
ging a hole." 

Horse 

Dog 

Ass in jeans 

My tension makes the film jump. The 
film is home movies is diary 

Looking into a hole, coming timorously 
closer, looking for the bottom. A fine 
diagonal divides a wall of the hole into 
shadow and light. And behind the 
mound of the excavated earth, and be
fore, the tools lay like emblems 
the measuring tape included 

What is the value of this piece of prop
erty, that would be the value of the 
sculpture (someone says) 

Is it art? No, it's an aesthetic event turn
ing the mechanism of the city into aes
thetics, i.e., nonfunction (by some read 
comedy) 

Art leads into nonfunction age 

art event ( bring in time) 

It is modest because we need modesty. 
A nice contrast, I thought, to the 
pomposity that "civic" sculpture always 
generates 

Japanese 

There is no need to build sculptures. 
We do so, only showing our ambition 
and proving that we are not enjoying 
the things that are on this earth 

This is the first clean dirt I've had my 
hands in in New York, and it took enor
mous pressure for me to rupture the 
surface and get my hands clean-dirty 
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with the damp red soil under the soot 
superstructure. 

I'm only sorry I didn't bring my spade 
for the fine edge work 

Mama says when you go to Stockholm 
don't forget to visit the graves, and 
gives me a map 

Is it a happening? Yes, defining a hap
pening as a delimitation of activity ( a 
sort of city or state, i.e., Colorado de
creed a Happening) 
But call it event, capital E 
Should have been filmed m entirety 
with unmoving camera 
(no body film) 

Is there anything in it? 
I won't tell. Oh, all right. Yes, there is 
What is it? 
That, I won't tell 
(It's dirt-shit-gold) 

Someone pointed out when excavation 
completed, the hard-soft combination, 
hard hole-soft mound 

Too soon contacted for my rationaliza
tions. Proceed by intuitions. Others be
lieve, of course, I proceed from ra
tionalization rather than toward it, 
from act 

The main thing about the monument is 
that it's nonvisible, gone underground, 
removed in the night, and that man has 
gone and done his modest thing and 
now earth enjoy yourself. Man's grave 
or non-grave 

or Burial is ridiculous ( as Fuller says) 
but moving of earth is beautiful and has 
an inherent value 

Though only in America (officially) is 
a part of the effect. 

The entanglement and survival of red 
tape important. An anti-authoritarian 
personal act. Say let each person in 
New York have a plot of ground to do 
with what they want, make their own 
garden-such a Central Park 

Kropotkin Story of an Anarchist 

In our society structure people are 
taught to need very little freedom and 
they get not even that-give that, and 
you give a lot 

A store is rented and chairs arranged in 
bleacher form, and people pay a nickel 
there per hour to sit and watch the · 
street. And there are binoculars 

Relax, Monument. It is no longer nec
essary to do, do, do 

Skirts-Raised Day. On this day women 
wear what they normally wear but pin 
their skirts up to their necks, or raise 
them at, say, 12 Noon during the air
raid siren. 

The first idea was to bury drawings 
of "impossible" monuments in a cap
sule for later times when they would 
become possible. However, a capsule 
seemed too object-directed and, in
stead, nothing was buried. 

The response by affirmation of fantasy: 
the invisible or only personally visible 
monument. 

The conceptual monument affirmed. 
Graphic representation is abandoned 
completely, and the presentation is 
simply in prose, a literary form of the 
monuments. The monuments become 
focuses for events either imaginary or 
"real," as in the Central Park case 
which involved the whole bureaucracy 
of the Park Board 

It is still fun to draw, however, and one 
should never neglect what one likes to 
do and can do. 

One point I did want to make: no one's 
listening ( though everyone's produc
ing) 

I must say I have a strange love affair 
with this city 

we discussed how society methodically 
assassinates those who try for and might 
achieve reform. I was thinking of Negro 
leaders. Fred asked me if I knew of any 
assassinations, past, present or planned 
of artists. But artists are ( 1) self-de
structive and ( 2) considered ineffectual. 
I suppose if artists began to interfere 
with things as they are, they would 
also become targets 

Grave is a perfect (anti) war monu
ment, like saying no more 

a whole trend of seeing invisible monu
ments, hallucination monuments like 
the watcher high at the excavation, 
supersensing, or a movement of "grave" 
digging 
as protest 

People are supposed to use it for their 
purposes. It offers, as usual, any inter
pretations, and they will give it a name. 

It is nothing in itself 

The buried sculpture reminds one of 
the "time capsules," so-called, which 
were popular about twenty (?) years 
ago. Material of the current times was 
placed in a moisture-proof container 
like a torpedo, which was inserted ver
tically into a deep shaft dug into the 
ground. Visualize a burial of sculpture 
in a park ( Central Park) at a difficult 
time and under heavy guard so that the 
thing buried ( which will have nothing 
to do with the time capsule) is never 
seen. It will be much speculated about, 
but its true nature will ever be closely 
guarded. 

Invisibility in the most material of the 
arts. Out of sight but not out of mind. 
The piece must never be found. Which 
may not prevent many holes being dug 
in the Park-public sculptures by the 
public, such as dogs make day and night 
with hardly any audience. 

The film was made because the act of 
digging and shoveling and the color of 
the naked earth and its movement-the 
physical nature and the time quantity of 
the "sculpture"-were not conveyed by 
an account of it, or its aftermath. 

I felt great excitement at the moment 
of first incision of the shovel. The first 
shovelful was surprisingly red and ac
counted "virgin" by the diggers. 

The film in Super-8 should be projected 
at five frames per second. 

Interplay of the conceptual and the 
natural, the imaginary and the actual. 
The hole is about the contrast between 
the imaginary cubic area ( as repre
sented by geometry with an inside and 
outside) and the same area as repre
sented by "dirt"-nature, in an exca
vated ( non-natural separation), pal
pable and changeable form (particles, 
particles as dirt heaved through the air, 
as a conical pile, etc.) 

The grave of Perspective. Homage to 
geometry. 

The BM (Burial Monument) is not 
frivolous. In fact, it is a frightening in
troduction to a year of burials ( don't 
be melodramatic). One hopes that all 
climaxes will not come at once. 

notebooks 1967 



Proposed Colossal Monument .for Grant Park, 
Chicago : Windshield Wiper. 1967 . 
2 out of 3 postcards, each 3'/ 2 " x 5% " 
Owned by the artist 
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Windshield Wiper ... 
The Giant Wiper is an enormous 

blade attached to a housing on the 
spot of the now existent Buckingham 
(Bucky) Fountain in Grant Park. Being 
obsolete, the fountain is removed. The 
housing takes its place, and twin rec
tangular pools are constructed, extend
ing south to Balboa Drive and north to 
Jackson Boulevard. These serve as 
swimming pools for the city's children. 
However, from time to time the blade 
of the Giant Wiper descends into the 
water. If one doesn't want to get hit, 
one must watch it and get out in time. 
The Wiper blade rises again and drips 
water from its hollow and absorbent 
parts almost until its perpendicular 

crest, then descends dry toward the 
pool opposite to repeat the operation. 
A rainbow may be formed. The time of 
travel from one horizontal to the other 
may be adjusted. We start with fixing 
the time it takes a car to travel from 
Randolph Street to Roosevelt Road. On 
certain days communities throughout 
the city may decide on a different pace. 
A button in the Art Institute will adjust 
it all. A frantic pace may be tried late 
at night. The Wiper may be illuminated 
in all colors. A solid fountain. The ice 
effects in winter will be marvelous, not 
to mention when the icicles break 
against the surface of the pools. If this 

. monument proves to be impossible, I 
ask how then will architects honor their 

vow of instrumenting the imagination? 
The Wiper was partly suggested by 

the tall tapering shape of the Hancock 
Building. If you stand in Grant Park 
near the Buckingham Fountain where 
the Wiper is sited and look at the Han
cock Building, it's as if you're seeing 
one long rectangle in perspective, which 
is the effect the Wiper itself would 
have. Here's an example of the coming 
together of choice of objects with a 
technology needed to realize it. An
other source: the Wiper defines the 
structure of Chicago because it's located 
on the Congress Expressway axis, which 
also happens to be the axis of Daniel 
Burnham's symmetrical plan for the 
city. Look at a map of Chicago and 



you'll see that the Wiper stands at the 
center. If yo u draw a compass line, it 
defines a semi-circular arc-the lake cuts 
off the circle. 

Chicago is a city of the meeting of 
water and land; a whole circle of the 
comp ass would be half water and half 
land . A windshield wiper occupies a 
place where water and "dr y land" meet. 
In Chicago, one is always looking at 
the wet lake from a dry spot. 

The Wiper makes the sky tangible 
in that it treats the sky as if it were 
glass. Making the intangible tangible 
has always been one of my fascinations. 
But "wipe out" is slang for "kill," isn't 
it? And the "Chicago typewriter," I 
realize, is a machine gun. 

The Giant Wiper may be a varia
tion of The Grim Reaper. 

The Wiper is cruel because it comes 
down into the water where kids are 
playing. Like the Bowling Balls careen
ing along Park Avenue, the Wiper can 
"kill" kids if they don't learn how to 
get out of the way. 
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Proposed Colossal Monument for Grant Park, 
Chicago, Windshield Wiper {Overhead View}. 
1967. 
17" X 12% " 
Collection Louise Ferrari, Houston, Texas 

opposite, 
Proposed Colossal Monument for Grant Park, 
Chicago, Windshild Wiper, (View from Lake}. 
1967 . 
14" X 17" 
Collection Mr. and Mrs. Richard L. Selle 
Chicago, Illinois 
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Clothespin . .. 
The clothespin is cousin to the banana 

and the scissors, both favorite objects, 
and there are many types of clothespins, 
all with human presence-leggy struc
tures, structures of solid engagement 
clamped to fabric on a rope. 

When I flew to Chicago in October, 
1967, I took along an old-fashioned 
wooden clothespin because I liked its 
shape; I also had a postcard of the Em
pire State Building. I made a sketch, 
superimposing a clothespin on the post
card; then I stuck the clothespin in a 
wad of gum I was chewing, and placed 
it on the little table in front of my seat. 
As our plane came over Chicago, I no
ticed that the buildings down there 
looked the same size as the clothespin. 

Later, back in New York, I worked 
the pin up as a skyscraper, inspired by 

recollections of the Chicago Tribune 
Competition of 1922. Among the de
signs submitted were several versions of 
a skyscraper in the form of a column, 
including one by Adolf Loos: a build
ing in the form of an Indian with raised 
tomahawk, and another in the form 
of Skeezix, the comic-strip character. 
My clothespin seemed to belong in this 
company, especially since it had a goth
ic look-like the winner, still standing, 
the Tribune Tower. 

The "spring" of the Colossal Clothes
pin is a tunnel through which the wind 
can sound. The area between the "legs" 
would also be a huge wind tunnel, with 
blue glass facing the inside. The rod of 
the spring along the side of the build
ing would be glassed in and contain a 
restaurant. 

Types of Clothespins. 1967. 
63,4" x 10V8" x 23,4" 
Owned by the artist 

opposite: 
Late Submission to the Chicago Tribune 
Architectural Competition of 1922: 
Clothespin (Version Two}. 1967 . 
22" X 231,4" 
Collection Charles Cowles, New York 
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Statue of Death .. . 
The Lorado Taft Statue of Death, 

which I discovered in Graceland Cem
eter y, has a shape like the Hancock 
Building, and the Hancock Building re
sembles the black slab against which 
the sculpture stands. I liked the contrast 
between such a romantic idea ( almost 
comical) of a building and the machine
made cool of the Big John. 

On the other hand, the Hancock 
Building, which I saw mostly before it 
was inhabited, is, in fact, a highly ro
mantic funereal structure, an accidental 
result not calculated by the computer 
and, strangely enough, makes good 
company with The Taft . They seem 
to link up across Chicago history; both 
radiate Midwest nostalgia and a senti
ment which will not go away, no mat
ter what. Taft's sculpture signifies tra
dition. 

While I like the Hancock, I feel 
resentful of its scale-it follows you 
around and has obliterated the building 
I grew up by and knew as The Sky
scraper: the former Palmolive, now 
Playboy, whose proud beam now 
strikes somewhere around its big neigh
bor 's waist. The three of them together 
would represent the passage of time . 

Snapshot of Lorado Taft's Sculpture "Death" 
(notebook page) . April 1968 . 
8'/2" X 6'f.i'' 
Owned by the artist 

opposite : 
Proposed for a Skyscraper for Michigan Avenue, 
Chicago in the form of Lorado Taft's Sculpture 
"death". 1968. 
113,4" X 93,4" 
Collection Mr. & Mrs. Leon M. Despres, 
Chicogo, Illinois 

Cf) 
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Bats ... 
(Spinning Version) 

The Bat is a cone-shaped metal form 
about the height of the former Plaza 
Hotel, placed with the narrower end 
down at the southeast corner of North 
Avenue and Clark Street. The Bat is 
kept spinning at an incredible speed, so 
fast it would burn one 's fingers up to 
the shoulders to touch it. However, the 
speed is invisible, and to spectators, the 
monument appears to be standing ab
solutely still. 

notebooks 1967 

The original bat was made for a 
happening in 1962-"Sports." Lucas 
Samaras snapped it through the air, and 
it later came along on picnics. A formal 
version was made in 1966, adding a 
black bat. In a photo it appears to be 
the shadow of the white bat; closer in
spection shows the shadow, too, has 
bulk and comes out in front of the white 
bat. 

It's among those pieces that feel their 
way from the vertical (wall) to the 
horizontal (floor). Only a soft bat can 
form a graceful connection and experi
ence an impression of the floor it rests 
on, like a foot or pussy cat . 

A soft bat was reproduced for a soft
ball game between poets and artists at 
Aspen in 1967. 

2 Bots, Black and White-Replica . 1969, 71. 
113~" X 30" X 30" 
Owned by the artist 

opposite: 
Proposed Monument for the Southeast Corner of 
North Avenue and Clark Street, Chicago , 
Bal Spinning at the Speed of Light . 1967. 
173,4" X 12" 
Collection Sydney and Frances lewis 
Richmond, Virginia 



72 Bed-Table Lamp 

Bed-Table Lamp ... 
The typical position of a bed-table 

lamp led to this proposal-a small object 
in an open area beside a larger object. 
Chicago is thought of as a bed, and the 
result is a "colossal" Bed-Table Lamp 
on Navy Pier. A variation of this is the 
Colossal Rear-View Mirror which re
sults if Chicago is thought of as a car. 

below: 
· Monument for the End of Novy Pier, Chicogo: 

Bed-Tobie Lamp. 1967. 
lJ'/2" X 11" 
Collection Kimiko and John Powers, Aspen, Colorado 

opposite: 
Study for Memorial to Clarence Darrow 
in the Lagoon of Jackson Park, 
Chicago : Rising Typewriter . 1967. 
143/.i" X 17'/," 
Collection Mr. and Mrs. M. Riklis, New York 



Typewriter . .. 
In Chicago, we lived in the same 

building as my father's office, and on 
weekends I had the run of the office, 
playing with the machines there, espe
cially the typewriter, which has always 
been one of my best friends. 

Years later, I worked as apprentice 
reporter and re-write man at the City 
News Bureau of Chicago. The particu
lar function of this bureau was to cover 
events too trivial for the big papers to 
bother about, but which might unex
pectedly develop into an important 
story. One such was the recurrent an-

nual possibility that Clarence Darrow 
might return from the dead-as he had 
arranged to do with a businessman from 
Detroit. Each year the businessman 
came to a bridge in Jackson Park, 
famous because the typewriter which 
figured in the Loeb-Leopold case had 
been recovered there. That was the spot 
Darrow had chosen. 

Kneeling on the bridge and reading 
from some pamphlets of Darrow's most 
famous speeches, the. businessman tried 
to invoke the lawyer's spirit. The year 
I covered the event, it snowed and there 
was much cynicism among the specta-

Typewriter 73 

tors. One spectator claimed he came 
every year and always saw Darrow's 
spirit, though no one else could. 

In the monumental version of this 
event, a reconstruction of the Type
writer ( somewhat larger) slides up out 
of the muddy waters of the lagoon-in 
response to a nickel inserted into a slot 
on the bridge railing. 

The Museum of Science and Indus
try is located not far from the site. This 
museum is full of demonstrations similar 
to this, like the famous descent ( for a 
quarter) into a fake coal mine. 
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opposite: 
Pier in the Form of a Spoon, Chicago. 1967. 
11" X 8'f/' 
Men ii Family Collection, Houston, Texas 

Spoon ... 
The piers that jut out into Lake 

Michigan are favorable sites for my 
proposals. There's the right amount of 
isolation so that the colossal object can 
be seen from all sides and from "sea 
level," where it appears most impres
sive and least recognizable . One sails 
up to it on Sundays to experience the 
curving forms. 

Tomb in the Form of a Punching Bag 
/model). 1969. 
24'f2" X 30" X 363/.i" 
Fort Worth Art Center Museum, 
Fort Worth, Texas 

Punching Bag ... 
Working up an announcement and 

ad for a print show, I thought: printing 
is essentially contact-I must use an 
object which goes .through the same 
experience. For the ad, I chose a 
stamped-out cigarette and for the 
poster, a punching bag. 

The Punching Bag has appeared in 
other guises earlier, such as the drop of 
tea in the illustration for the Frank 

Punching Bag 7 5 

O'Hara poem in 1967. The Punching 
Bag is about the drop shape-the state 
of suspension. Punching bags are sus
pended from a wooden disk, against 
which the bag bounces. This disk sug
gests a halo, or a parasol. The object 
appears sheltered. That form seemed 
adaptable to a tomb, a shield, a "bag of 
bones." As a tomb, the Punching Bag 
reclines, and the drop is shriveled, like 
a fallen fruit. 
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Smoke ... 
Chicago is flat, and it has a big sky. 

Some of the most beautiful things I saw 
in Chicago w.ere clouds. Also, the city 
has a big fire in its memory, and there
fore smoke is a good subject for a 
sculpture there. One can make smoke 
any shape one wants and be con vincing , 
so that imitating smoke involves more 
decision-making than imitating other 
objects . I chose some smoke on a wind y 
day when it was draped across the land
scape-I would have that rendered solid, 
like a curtain on the west side of the 
city . I would literalize the vision of it. 
In April, 1968, I watched parts of the 
city being burned. The people who set 
the fires intended it to mean something. 
That could be called making a monu
ment . 

Rendering smoke solid might have been 
suggested by the talk-balloons, which 
in comics are part of the landscape. 

The Cigarettes With Smoke look 
like the tube, with its contents naked
the tube sheath removed. The cylinder 
of the cigarette would be the exuded 
paste and the lump y part, the paste un
shaped, inside. Of course, it's the 
Bat, too. 

It's the "live" form of the cigarettes, 
later shown snuffed out, on top of the 
Double-Nose / Purse / Punching Bag I 
Ashtray. 

If the Punching Bag is extended, and 
if its disk is made small in diameter 
while increased in thickness, the result 
is Cigarette With Smoke equals Punch
ing Bag. The Punching Bag of 1968 
shows this change half way. The handle 
of the Bat may be thought of as a ver
sion of the disk in extended thickness. 
If so, Bat equals Punching Bag. 

Proposed Colossal Monument for the West Side 
of Chicago in the Form of Smoke. 1967. 
7" X 93_4" 
Collection McCrory Corporation, New York 

opposite lop: 
Cigarettes with Smoke. 1968. 
5 cigarettes, each 15" long in bag ashtray 
3" X 8" diameter 
Thomas G. Terbell, Jr. Family Collection 
Pasadena , California 

opposite bottom: 
Cigarette with Solid Smoke 
and Shaving Brush . 1963 . 
11" X 14" 
Collection Mrs. Pat Oldenburg, New York 
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Museum Design Based on a Cigarette Package . 
1968. 
22" X JQ" 
Irving Blum Gallery, Los Angeles 

opposite: 
Notes C068-188. 1968. 
223,4" X 153,4" 
Published by Gemini G.E.L., Los Angeles 

Pasadena Art Museum ... 
A topic of conversation when I 

came to Los Angeles in 1968 was the 
new design of the Pasadena Art 
Museum, pro and con. At that time, 
the museum was only known through 
plans and drawings. Someone said it 
looked like a collection of plastic con
tainers in the refrigerator, which prob
ably led to thinking in terms of cans. 

I looked for an alternate design 
among the many objects reproduced in 
the Los Angeles Times. An advertise
ment for pipe tobacco and cigarettes 
called "Half and Half" seemed ap
propriate. You need a bookshop and a 
restaurant; these would be in the ciga
rettes-the space increasing as you pull 
the cigarettes out farther. The next 

large space, the pack itself, would be 
for exhibitions. The largest space of 
all, the half tobacco tin, would be for 
the auditorium, the space in which 
people talk about art or show films of 
art . Half to show art, half to chat about 
it-it seems to be a very functional 
design. 

I opened an actual tin and decided 
the twisted-off part of the lid, if en
larged, would make an excellent mod
ern sculpture. The texture and color of 
tobacco could be retained as facing on 
the auditorium building . 

bib!. 9 
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Alphabetical Characters ... 
Sitting in a car and watching letters 

silhouetted against the sky has always 
seemed to me the basic Los Angeles 
experience. Some of these letters are 

City as Alphabet . 1968. 
8% " X 83,4" 
Owned by the artist 

opposite top: 
Design for a Police Building 
Using the Word POLICE_ 1968. 
22" X 3Q" 
Collection Kimiko and John Powers, 
Aspen, Colorado 

opposite bottom: 
The Letters Land O in Landscape. 1968. 
9Y2" x 13%" 
Collection Kimiko and John Powers, 
Aspen, Colorado 

II • II .1 -1 • •·•·•JI.·•·. 
colossal-the M and the T on Pico Bou
levard. Another source of the associa
tion of letters and landscape is the map 
of the area one has to consult. I imagine 
the coordinates, for example, con
structed to cover the territory they fill 
on the map, or a colossal alphabet spilled 
haphazardly over the basin-an effect 
like an earthquake. The characters be
come landmarks of the community. 
One may say, "I live down by the L. 
You know, you can spot it from the 
freeway." It may ease the sense of loss 
at the removal of the verbal element 
from telephone exchanges. A city is all 
words-a newspaper, an alphabet. 

I suggested making buildings out of 
the letters of the word that describes 
the building's function. A bank, for ex-
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ample, using B-A-N-K in colossal form, 
or P-0-L-I-C-E for a police headquar
ters. Arguments about how a building 
should look would be reduced to ar
ranging these huge letter s. Such struc
tures would blend well with those exist
ing in Los Angeles. I like the police 
building because of its impenetrability. 
The dot on the i could be a searchlight . 
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Nose ... 
I was involved with the nose as an 

object or a detachable portion of the 
anatomy like the knees. The nose 
seemed to be a good object to use as a 
tunnel entrance; for example, on the 
freeway to Pasadena which goes 
through several little hills. 

Tube ... 
The first tube, made in Venice, Cali

fornia, in 1963 seemed to some people 
an unconscious self-portrait, especially 
since it took my place in the bed dur
ing the day-I kept its skin unwrinkled 
that way. 

The tube is a symbol of the artist-he 
takes off his cap and oozes out his con
tents. In the drawing Tube Supported 
by its Contents, he is carried aloft by 
his ooze. Apart from this association, 
the tube is a useful object for represent
ing change, comparable to the food
stuffs being eaten in other pieces. Like 
the banana, the tube gives an exact ac
counting of the space of its insides. 
What's interesting about the tube is that 
by the shape of its "mouth," it trans
forms its insides into a new outside 
shape : the paste of the Tube Supported 
by its Contents. One sculpture is creat
ing another sculpture, and the styles of 
the two are different. 

Paste sculpture exists in my work 
in .different forms and materials which 
have to do with the force applied to 

the sack or tube. With no force ap
plied, or in a depleted tube, the paste 
extends just a little; with the tube rolled, 
the paste flows out evenly. Stepped on, 
as in the maquette for a heroic tube 
sculpture ( one of the proposals in 
response to the Yale commission), the 
paste spurts up in a form like traditional 
representations of triumph-the up
reaching hand as culmination of a 
thrusting form, as in a figurehead, or 
some version of "Europa and the Bull." 

top, 
Giant Toothpaste Tube. 1964. 
25'/2" X 66" X 17" 
Private Collection, London 

bottom : 
Model for a Giant Tube Being Stepped on . 1969. 
15'/," x 18'/," x 13" on cardboard base 
4%" X 11" X 18%" 
Collection Mr. and Mrs. Horace H. Solomon, 
New York 

opposite: 
Design for a Tunnel Entrance in 
the form of a Nose. 1968 . 
9'f2" X 8" 
Collection Mr. and Mrs. Robert J. Woods, Jr. 
Rolling Hills, California 
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Chicago Picasso ... 
The motive for making the Soft 

Picasso came when a Chicago lawyer 
asked me to execute a copy of the ma
quette for the Chicago Picasso, to figure 
in a lawsuit challenging the city's copy
right of the sculpture. 

I said it would interest me more if 
I could make the copy soft, and he said 
that was all right . I obtained the meas
urements of the maquette and built a 
"hard" cardboard replica. From this I 
made patterns, which were sewn in can
vas and then stained the rust color of 
the steel in the Picasso when it was 
relatively new. Unlike the real Picasso, 
mine doesn't change color; it stays the 
colors of the postcard you buy at the 
airport, taken early in the monument's 
history. I added a spine to my Picasso, 
which enables the piece to be twisted 
into any shape, and the result is Super
Cubism, an extremely flexible space. It 
also biomorphizes the object. 

Soft sculpture can be completely 
surprising this way. A simple decision
to substitute one material for another, 
say fabric for steel, produces quite auto
matically another very different image. 
The artist only has to follow his deci
sion out to a practical conclusion, solv
ing the problems raised by the substitu
tion. It's automatic or objective expres
s10msm. 

top: 
Chicogo Picasso Recomposed. 1969. 
31/, " X 5'f/' X 23/.i" 
Owned by the artist 

bottom, 
Pattern Model of Maquette for 
Chicago Picasso . 1969. 
Owned by the artist 

opposite: 
Tube Being Stepped On. 1969. 
13% " X 11" 
City Art Museum of Saint Louis, 
Contemporary Art Society Funds, 
St. Louis, Missouri 

Chicago Picasso 8 5 
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Soft Version of Moquette for o Monument 
Donated to the City of Chicago by Pablo 
Picasso . 1969 . 
38" X 27" X 19" 
Collection William N. Copley, New York 
© Letter Edged in Block Press Inc. 

opposite : 
Proposed Colossal Monument for End of Novy 
Pier, Chiogo , Fireplug (model). 1969. 
133/.," X 17" X 23" 
Collection Kimiko and John Powers, 
Aspen, Colorado 



Fireplug ... 
The Fireplug (Chicago style) be

came the receptacle for most of my re
ports from the site. Becoming certain 
about a subject is a process over a period 
in time, beginning with hints from vari
ous sources and ending in a kind of 
monomania, in which the subject, by 
supreme coincidence, means everything 
-an inventory of nature in all its states, 
including opposites. 

Postponement of the show three 
times has made the Fireplug overripe, 
about to burst, discharge. It has also 
produced other subjects, which may be 
seen as parts of the plug or another 
whole, arrived at by rearrangement of 

the plug's component main forms. The 
colossal mirror is half a plug-or half a 
schematic drawing of a plug. 

I try to eliminate knowing from my 
seeing, try to forget the name of the 
thing or what it may be used for. The 
size of the colossal proposals helps to 
establish respect for things "at ease," 
things "home frorri work," "on vaca
tion," off guard. Nameless forms, no 
matter how they came to be. 

The widely separated breasts of Michel
angelo's Night and Day 

Brancusi's Torso of a Boy 

S.S.-assassin with a notebook 
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Letters like the Plug-f and r and Y 

Godard's special brand of not-for-real 
vermillion-Manet "blood"-or "Mao 
red" 

Mrs. O'Leary; Linda Darnell; Don 
Ameche 

Gavel of the convention 
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A Study of a Soft Fireplug, Inverted . 1969. 
29" X 23" 
Collection Kimiko and John Powers, 
Aspen, Colorado 
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top: 
Soft Fireplug as Boot with Clipping. 1969 . 
103,4" X 13" 
Collection Mr. and Mrs. John M. Shoenberg, 
St. Louis, Missouri 

bottom: 
Fireplug Cuff/inks. 1968. 
1112" x 4%" x 3" and 2Ys" x 5" x 3%", in 
cardboard box by artist 2V/' x 11 V.." x 7%" 
Irving Blum Gallery, Los Angeles 
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Fireplug ... 
Chunk of meat; a rose; two-snouted pig. 

Water in the form it stands waiting in
side the plug-the Bomb Ionic phollumn. 

The "souvenir" is about the weight 
of a cobblestone and asks to be thrown, 
but a woman will fit it in her bent arm 
and compare the feel and weight of it 
to a small child. 

Fireplug equals Teddy Bear-seated 
and tumbled. 

Blunt form of-clumsy version of
the Winged Victory. 

Should be made of cheap plaster, 
painted red and glossy and be like a 
breakable prize one wins at an amuse
ment park for knocking down a pyra
mid of soft bottles. One plug should be 
set aside to be thrown through the plate 
glass of the gallery window, to launch 
the protest exhibition. 

My own plug stood in front of our 
first house, at 44 E. Bellevue Place . I 
filmed the plug several times from the 
window of my room on the third floor. 
I saw firemen vengefully run their hoses 
through the windows of a car parked 
by the plug in winter, causing the car 
to become a solid block of ice. 

The Fireplug may represent the 
body of either sex-the best objects sug
gest both. By positioning the object, 
too, one organ of entry to the body or 
another may be emphasized. 

Whether the plug faces are eyes, 
breasts, or thighs chopped off at about 
the middle with the bone showing ( an 
art tradition), may never be decided. 

There is a plug high over the ground 
in Lincoln Park near the replica of the 
farm. Its unusual exposure tips this 
particular plug to the phallic. It's dif
ficult to imagine that fireplugs (like 
trees) are indifferent to interpretation. 

I know that, from below (having 
done this as a child with the top of my 
head against the curve of cast iron), the 
details of the plug give a sketch of 
brutality-the locked caps, their chains, 
the blunt construction. Piranesi's prison 
drawings. Lying against the plug gets 
one heady, too, from the stink of dog
piss-sacred objects can be identified by 
such smells. 

My mother warned me to avoid 
things colored red. 

bib]. IO 
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Proposal for a Skyscraper in the Form of a 
Chicago Fireplug: Inverted Version . 1969. 
17'// ' X 12" 
Private Collection, London 



below: 
Fireplug Souvenir. 1968. 
4, each 8" X 8 ''x 611 

Owned by the artist 

Fireplug Cuffiinks ... 
I discovered that cuffiinks in the 

shape of the Picasso Monument were 
being sold at the Chicago airport. This 
led naturally to the substitution of the 
Picasso cuffiinks (small) for the real 
Picasso (large) and the model thereof. 
The Fireplug had traded places with 
the Picasso Monument in an earlier 
drawing, and so the Fireplug replaced 
the Picasso also on the cuffiink, the 
result being a Fireplug Cuffiink. 

The suggestion of breasts, which is 
so strong in the Fireplug, is emphasized 
when the fireplug form is done in 
dripped plaster. They're very fleshy 
links, like wearing your breasts on your 
sleeve. 

Fireplug Souvenir ... 
Inside the International Amphithe

ater, I noticed two types of souvenirs 
for sale: the Democratic donkey and a 
replica of the Picasso Monument in the 
Chicago Civic Center. They were about 

the size of the Fireplug I later made. 
The Fireplug is intended as a souvenir 
-of events surrounding the Democratic 
Convention in Chicago, August, 1968. 

A souvenir is usually a memento of 
something of which there is one, and 
only one. But my principle in choosing 
a subject for a multiple edition, is to use 
an original of which there is a poten
tially unlimited number; for example, a 
teabag, a potato, a pair of knees-a fire
plug. The multipleness of the subject is 
part of the content of the piece. 

Though my copy of the fireplug is 
unique, it resembles the original enough 
for every "real" fireplug, on observa
tion, to recall my fireplug-and the par
ticular associations of my first fireplug. 
I've tested this effect-it works. I've 
"enlisted" all the city's fireplugs, and 
this multiple consists not only of the 
hundred or so I've made, but of the 
unknown number of "real" plugs scat
tered throughout the city. 

If the arms or "cross," instead of the 
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foot, of the drainpipe ( or all three) dis
pense water, the drainpipe becomes the 
fireplug. 

Double plugs are known as "Sia
mese": two-faced, two-headed, an up
side-down drainpipe with two outlets. 
Schizoidal, or two knees to a single leg. 
Doubles: Gemini, Sirhan Sirhan, Lulu, 
Hannah. 

The plugs, someone said, made them 
think of the red-cheeked Santa Claus in 
the old "Coke" ads ( done by Haddon 
Sundblom, who got me my first com
mercial art job illustrating a woman 
consumed by fire). 

A blunt, ugly object, first thought of 
as fallen or rolling or upside-down like 
the fallen version of the Teddy Bear. 
Myself, under the clubs of the police 
thinking of lines I wrote in 1957: 
" .. . everyone is unbelievably fat and 
rolling about like drunken pencil 
sharpeners." 

notebooks 1968 
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Daley Monument ... 
Time magazine christened this draw

ing "Daley on a Platter." It wasn't my 
title . It is a colossal monument. I was 
thinking of giant toppled Mexican 
heads or Easter Island, all the fallen 
heads of archaeology and of the Bran
cusi "egg" (headlight), which fused in 
my mind with thoughts of the Punch
ing Bag and a symbol which was every
where display ed during the 1968 Con
vention: a straw hat held by a hand in 
greeting. "Welcome to the Friendly 
City"-which I inverted, making it a 
fallen hat. Tim e missed the scale sug
gested by the little dashes for people, 
or perhaps I failed to give a sense of 
bigness. 

The time is the future, and citizens 
are planning to put up a monument to 
Daley, who is long dead. They decide 
that he is best remembered for having 
given the city a bad name, from which 
it never recovered and, what's worse, 
for causing the election of the opposite 
party at a crucial moment. If he's going 
to be a hero at all, then he is somewhat 
of a flawed hero, or a fallen hero, which 
is literalized in the huge head that is 
subsequently carved at great expense 
and placed on the spot where the 
Buckingham Fountain now stands in 
Grant Park. In banging his head on the 
ground, the monument recalls those 
other heads that got banged on the 
ground. Very late, indeed, but per
manently he gets a taste of his own 
medicine. 

This was the thinking back of the 
piece and not overtly, anyway, or in 
any simple way, decapitation. Before I 
drew it, I had the Punching Bag on the 
same site, inverted, with the bag rolling 
around on top of the disk-this formula
tion also contributed to the Daley Head. 

top: 
Study for a Colossal Monument 
to Mayor Daley #1. 1968. 
1J " X JJJ,4 " 
Collection Mr. and Mrs. Thomas H. Benenson 
Oxford, England 

bottom: 
Brancusi"s Sleeping Muse, Headlite (notebook 
page). 1965 . 
11" x 8 1h" 
Owned by the artist 



Wardrobe (for M.M.) ... 
In the Ghost Wardrobe the human 

subject was approached through objects 
again-this time through clothing. The 
decision to make a wardrobe came after 
hearing a description of Marilyn Mon
roe's New York apartment as it was 
on the day of her death. A closet is 
visualized with three items of clothing 
imagined on the closet pole: a short 
costume (bathing suit), a medium
length costume ( afternoon dress), and 
a full-length costume ( evening dress). 
Specifically, the bathing suit from her 
final film, the dress from "The Seven 
Year Itch," and the evening dress once 
worn at a rally for Kennedy in Madison 
Square Garden. To make the items 
unique, I revived an earlier idea of mak
ing clothing that consisted only of the 
seams, like a line drawing, represented 
by string or twine. 

Two years before, I asked Rachel 
Drexler, who was helping in the studio, 
to make such dresses on herself, which 
became more of an event than the pro
duction of any usable sculptures, since 
she made them so tight that they had to 
be cut off. Girl-helplessness, bondage, 
self-ensnarement were part of the 
Marilyn Monroe stereotype and that 
gave rise to the association, I suppose. 
The slippers were made with an ice
cream scoop in plaster for the "puff." 

The result was severe, like the skele
ton in an anatomy class, though the 
"ghost" in the title is also the estab
lished term to distinguish canvas pre
liminary models from finished ones in 
my work. 

The piece was made for a theme 
show on Marilyn Monroe held by the 
Janis Gallery. I thought it was much 
too literary until I met Tom Hess after
wards who said he couldn't understand 
what the piece had to do with Marilyn 
Monroe. I decided then that some 
pieces do need footnotes. 

Ghost Wordrobe (for M.M.J. 1967-69. 
72" X 44" X 25" 
Owned by the artist 
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opposite: 
Lipstick with Stroke Attached (for M.M.J. 1967. 
72" X 72" X J6" 
Owned by the artist 

top: 
Various Positions of a Giant Lipstick 
to Replace the Fountain of fros, 
Piccadilly Circus. 1966. 
18" X 24" 
Collection Kimiko and .John Powers, 
Aspen, Colorado 

bottom: 
Lipsticks in Piccadilly Circus, London . 1966. 
10" X 8" 
Owned by the artist 

London Lipstick ... 
The color red is prominent in Lon

don; the buses are very red, the cars in 
the tube ( or subway) are red. The 
diagrams of the tubes under construc
tion ( posted everywhere) are also red. 
Red is not a very prominent color in 
New York where the colors tend to be 
black, grey or green. This presence of 
red worked its way into the Drainpipe. 
These things are related: the lipstick, 
the drainpipe, the drawings of the tube. 

The coming in and going out of the 
tide were always on my mind as I 
walked the streets of London. My mon
uments within the city are keyed to this 
movement, bringing the movement into 
the city-like breathing on a large scale. 
When the Thames flows out, the Lip
stick goes back inside the tube; when 
the river rises again, so does the Lipstick. 

/ 

Lipstick (for M.M.) ... 
The other piece made for the Janis 

"Homage to Marilyn Monroe" was the 
Lipstick, which marked the introduc
tion of metal fabricating into my work
the first step into the "age" of steel and 
aluminum. 

Up to this time my "hard" versions 
had been of cardboard or of wood. I 
visited Lippincott's on a wet day, riding 
up on the train. I remember that the 
whole day for me was full of metal, with 
the exception of the eclairs that the 
steelworkers ate and the hundreds of 
pinups on the walls of the shed where 
the work was done. The hard lipstick 
was made on cold days. It's an arti
ficially colored silhouette-a billboard 
image invisible from the side, depthle ss. 
The piece was to be shown upside down 
with the stroke against the ceiling while 

Lipstick 95 

the stick dangled down, but the gallery 
ceiling wasn't strong enough and so it 
became a floor piece. 

When I came to Lippincott, I was 
overly-respectful of metal work and 
very impressionable. What I saw in the 
first visits influenced my work there. For 
examp le, the Marilyn Monroe Lipstick 
"thinks " of the tilted planes of Bob 
Murray, which were much in evidence, 
and some other Ellsworth Kelly planes, 
though I put "eyes" in the walls-win
dows, when it came to the Geometric 
Mouse . The Geometric Mouse pays its 
respects to Calder and to Smith, as well. 

The Yale Lipstick is, among other 
things, a variation on Newman's Broken 
Ob elisk-all three obelisks were then 
on the premises . It is also a fact that the 
name Lippincott made me favor the 
lipstick subject. 
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Yale Lipstick ... 
Early in 1969 I was commissioned by 

a group of graduate students at the Yale 
School of Architecture to do a sculpture 
to be placed on the Yale campus. One 
rainy day in February I visited the 
campus, looking for a site. Hewitt 
Plaza seemed the best, a dramatic cen
tral site, "close to the seat of power," 
as someone said; that is, flanked by the 
War Memorial, the President's Office, 
and the Secret Society of Skull and 
Bones. 

As I stood sizing it up, I became 
aware of a sausage-shaped orange bal
loon fluttering before me, between me 
and the Plaza. It was attached to a car 
antenna and the only stroke of color in 
the view. When I squinted my eyes, I 
could visualize the balloon as a huge 
sculpture in the Plaza. This was the 
strongest impression I brought back 
that day. 

I joined the students in forming the 
Colossal Keepsake Corporation of Con
necticut. Two models were submitted. 
One was the Tube Being Stepped On 
and the other was the Lipstick On Cater
pillar Tracks. 

Not counting The Hole, is was my 
first monument in a non-art, outdoor, 
public setting. The University was not 
informed of the plans, though there was 
some underground faculty cooperation. 

Monument for Yale University, Giant Trave·ling 
and Telescoping Lipstick with Changeable , Parts 
Showing Th~~e St~,9es of ~~tension (modelJ.11969. 
Tractor, 5% x 25 x 161h ; 
lipstick, stage 1: 4" x 1 O'h" x 8 V2 "; 

stage 2: 14V2"; stage 3: 23V2" 
Owned by the artist 

The money for construction, which 
was done at cost by Lippincott, was 
raised by subscription and I worked 
without fee. The Lipstick was sited on 
Ascension Day, May 15, 1969. 

The tracks of the Lipstick are a 
simplified version of the tracks on the 
caterpillar tractor and were suggested 
by road equipment near Lippincott and 
corrugated cardboard rolls. The first 
thought was to get the tracks of a real 
tractor and set the stick on that-even 
to have it crawl onto the Hewitt Plaza
but this was not feasible. The simplifica
tion out of catalogs obtained from the 
Caterpillar Company is a little land
scape with three signs: a circle, a loz
enge and a house shape. After the fact, 
these signs seemed to me to represent 
God, Country and Yale-in the dedica
tion found on Yale souvenirs: "For 
God, for Country and for Yale." The 
tracks were built in cardboard and re
built by students in wood coated with 
epoxy-we couldn't afford metal at the 
time. 

It was supposed to telescope, but 
had to be pushed up with great effort. 
I was reminded of Tatlin's Tower for 
Red Square, which I had seen in a min
iature reconstructiqn at Rice University. 

The Lipstick contained a plastic 
bladder which had been made up in the 
wrong size. It wasn't large enough and 

started to lose air, so it drooped. It was 
supposed to lose air slowly and have a 
pump attached to it so that passersby 
could pump up the stick, if they de
cided it needed it. This also worked 
with my concept of the Lipstick Monu
ment as a platform for speechmaking. 
Someone who wanted to make a speech 
would announce himself by pumping 
up the Lipstick. We didn't have time or 
money enough for this refinement . The 
soft version was used for the installa
tion and, a week later, was replaced 
with a metal one. The monument 
changed, then, from a comical monu
ment to a rather classical looking one. 

This was the first "feasible" monu
ment, or a monument made within the 
possible limits of a situation, which here 
included much enthusiasm and help, 
but a small budget and little time. 

Part of the strategy to make it look 
larger was to relate the form to the 
forms of larger surrounding structures, 
like the columns of the War Memorial 
which formed the backdrop. 

The events surrounding its place
ment, the reverberations, tended to en
large the piece also, as did photos of it. 

The Lipstick was given with the 
clause that, if accepted, it must be left 
where it had been sited. 

The University could not accept this 
condition but did not want to provoke 
any response by removing it. It was a 
stalemate, and while the matter was 
postponed at several meetings of the 
trustees, the Lipstick decayed through 
vandalism and weather into an eyesore. 

The members of the Colossal Keep
sake Corporation had scattered, and 
finally I asked Lippincott to remove 
the Lipstick, which was done in March, 
1970. 

The Lipstick played its role until 
it had ceased to be functional. It had 
worked its way from a piece of useful 
art to a museum piece, with people now 
wanting it as a memento, a souvenir. 

To move it to another site, another 
university, as we had planned, may still 
be possible-we had promised Harvard
but I can't take the initiative alone. It 
would be interesting to see if the Lip
stick is still useful and alive by re-siting 
it in a new problematical situation. 
Meanwhile, the piece is decomposing 
in Lippincott's backyard at North 
Haven. 



Lipstick Monument being erected 
May, 1969. 
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Lipstick Monument at Yale University. 1969 . 
24' high 
Colossal Keepsake Corporation 
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Hats ... 
The Hats Monument is suggested for 

a city square in some large city in the 
U.S.A. Midwest, to present a concept 
of twisting inner and outer spaces. The 
dark interiors of the Hats would serve 
as shelters from wind and rain, concert 
spaces, or spaces in which films could 
be shown in broad daylight. I thought 
of the many unlit spaces that go walk
ing at noon-inside our bodies, for ex
ample. Scale of the monument is given 
by the representation of citizens as little 
nails. 

Bowling Balls ... 
Park Avenue has· always seemed to 

me an especially violent street . The 
concentration of power there, of course, 
but I thought more of its purely physi
cal characteristics. 

The driving competition there is in
tense; it is where you will find more 
taxicabs than anywhere else, whose ag
gressiveness is aggravated by the down
ward slope and the game of lights
lights without a yellow interval-and 
possibly by the imagined haste of the 
underground trains which shake the 
pavement. All concentrate on the Ter
minal as on a target, there being small 
loop holes to the left and right for 
misses. The Champs Elysees runs up, 
but Park Avenue North funnels down
ward, hypnotically. The slope south 

opposite: 
Proposed Colossal Monument for Park Avenue, 
New York, Bowling Balls. 1967. 
27%" X 221/,i" 
Menil Family Collection, Houston, Texas 

below: 
Feasible Monument for a City Square, 
Hats Blowing in the Wind . 1969. 
101/," X 28" X 39" 
Collection Lewis Manilow, Chicago, Illinois 

from 96th Street is interrupted only 
once by a slight shelf which does not 
affect the momentum very much. 

Looking up from the Terminal, the 
stoplights arrange themselves in reced
ing red and green balls, far as the eye 
can see. Feeling pinned to the target, 
I externalized my paranoia as giant balls. 
They would roll down into a large por
tal arch in the Grand Central Building 
( certainly that grouping of buildings is 
one of the most violent and frightening 
in the world), then would be carried 
back underground via the railroad . . . 
to 96th Street again ... and from there, 
start down again-a constant flow of 
balls. They would be very large-10, 12 
stories high-in yellow, red and green 
like the traffic lights. Perhaps they 
should be chromed so that they would 

reflect the city as they rolled. 
The balls are an attempt to make 

tangible my feeling that Park Avenue 
is a dangerous street where you can get 
run over and killed very easily. The 
balls intensify and monumentalize this 
danger. Imagine you're waiting at a 
cross street; you want to get across Park 
Avenue. One ball's just rolled by, an
other is bearing down not too far be
hind it. Ball after ball keeps coming; 
they don't respect stop lights. You must 
be very quick and clever if you want to 
get across. The traffic would continue 
to flow as things do in New York, no 
matter what happens. It would be just 
another obstacle in New York. You'd 
have to calculate the frequency and 
speed, etc., and there would be experts 
on that and betting, I suppose. 
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top : 
Study for Proposed Colossal Monument for 
Central Park, New York, Moving Pool Balls . 1967. 
22" X 30" 
Menil Family Collection, Houston, Texas 

bottom : 
Giant Pool Balls . 1967. 
20" X 120" X 108" 
Los Angeles County Museum of Art 
anonymous gift 

opposite left : 
Photos of Breasts Arranged as Pool Balls . 1971. 
Owned by the artist 

opposite right: 
Study for a Proposed Colossal Monument, 
Pool Balls on Pittsburgh "s ""Golden Triangle'" 
(notebook page). 1971. 
11" X 8% " 
Owned by the artist 



Pool Balls ... 
Loose, the balls roll around and 

bump against the trees and the build
ings at the side of the park. Another 
thought would be to have them motor
ized like the gigantic, moving structures 
at Cape Kennedy. They could shift 
under control, so that every day as you 
got up in your apartment overlooking 
Central Park, the balls would be in a 
different position. They would be 
crawling all the time-all over Central 
Park. The effect is, of course, a pool 

!\ 

table. The Balls would be different col
ors but not numbered. They would be 
hollow inside and could be used for 
housing or civic business. A whole 
Washington could be built this way . 
The positions would change all the 
time. It would be fun to have a constant 
movement of such house-balls back and 
forth across the whole United States . 

The Pool Balls are now a rather pure 
piece, like a palette of round colors, but 
it began as an altogether different piece. 
Playboy magazine commissioned me 
( and several other artists) to do an 
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apotheosis of the "Playmate." To in
spire us, they sent tear sheets of "Play
mates" going back to the start of the 
magazine. As I pored over the hard 
and shiny breasts in the photographs, I 
was reminded of pool balls. I followed 
my impulse to cut them out, using a 
circle-maker, and arranged the results 
in a rack. This was the first form of the 
Pool Balls-the balls were to be dif
ferent flesh colors and each would have 
a nipple. 
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Nightsticks ... 
I have in my notebooks a proposal 

for a park monument in New York, to 

consist of bronze castings made of sep
arate male and female sexual parts and 
be hidden in the grass and among the 
foliage and rocks of Central Park by 
the parks department, without com
municating the sites of the pieces. Their 
location would become secret knowl
edge with a whole lore of partialities 
and adventures . 

The Nightsticks Monument operates 
on a similar principle. Each monument 
concerns the contact of a hard subject 
with a soft one-nightstick and flesh, 
the flesh often wrapped in clothing. 
Each piece isolates the point of contact, 
as in a glance or snapshot or stab of 
pain. Parts further from the point of 
contact are eliminated. These monu-

ments are fragments like the broken 
columns at Graceland Cemetery, minia
ture columns, scattered throughout the 
park like the mini-monumental dog 
turds they resemble. 

Specifically, the Nightsticks com
memorate police action in Lincoln Park 
and Grant Park in Chicago, but it could 
be any police action, any park. Instead 
of one large monument, it's a lot of 
small monuments, all parts of a large ex
perience-one fills in the missing parts. 
The little impacts are found here and 
there, imbedded in the ground, or in a 
tree, after the event. They were done by 
casting a stick and then hitting the stick 
against wet plaster covered with cloth
a form of re-enactment . But it's now 
strangely dead as the event itself, due to 
the passage of time. You can lift the 
stick out of the imprint . 

Feasible Monument ta be Scattered in a City 
Park: Fragments of Nightstick Contact. 1968-69. 
Collection Mr. James Meeker, Dallas, Texas 

opposite top : 
Sculpture in ·the Form of a Fried Egg . 1966 . 
9' diameter 
Owned by the artist 

opposite bottom: 
Double-Nose/Purse / Punching 
Bag/Ashtray Multiple . 1970. 
11" X 203,4" X 8% " 
Gemini G .E.L., Los Angeles 



Fried Egg ... 
The Fried Egg first appeared as part 

of a 1966 "happening" in Stockholm 
called "Massage." There's a dish in 
Sweden called "pytt-i-panna," which is 
beef and potato cut into cubes, mixed 
in the frying pan, and served with a 
fried egg over it. I painted some card
board boxes the brown color of fried 
beef and made an uncomfortable bed 
on which Patty lay, covered with the 
fried egg that she had sewn. There were 
balloons in burlap bags in the "bed," 
too. These burst at unpredictable times 
during the performance. 

The yolk is sewn of Swedish flag 
cloth, the same stuff that the saw is made 
of. It recreates almost literally the feel
ing of a fried egg "sunny side up." 
Later, I thought of making the egg 

crawl around by means of hidden 
motors. Had that been done, it would 
have anticipated the Ice Bag. 

Since "Massage," the Fried Egg has 
been carried from studio to studio, and 
has been used mostly as a protective 
cover for the unfinished rear end of the 
Soft Airflow. 

Recently I decided to give it some 
air and took it first to the shore of Long 
Island Sound, where boulders took the 
place of "pytt-i-panna," and then up 
to a meadow in New Hampshire filled 
with sheep. 

The Fried Egg is a generalized 
enough image to suit any context; 
physically, too, it's adaptable to any 
situation. One can fly it in the air or 
sleep on it . It is a very companionable, 
compatible piece. 

Fried Egg 105 



106 Ice Bag 

Ice Bag ... 
I wanted to make a sculpture that 

combined soft and hard in an outdoor 
site. I looked around for an object that 
would be a suitable form for such a 
sculpture. Also, a type of object that 
could be presented without a base. This 
seemed important in an outdoor work. 
An ice bag contains its own base and 
takes the shape of where it is placed
head equals ground. 

I didn't think of a moving sculpture 
first-I had never done a sculpture that 
moved by itself. At first, it was simply 
to be resilient, but as I played with an 
ice bag I'd bought, I began to feel that 
manipulation was something the object 
was accustomed to and made for, and 
that movement was part of its identity 
and should be used. One had to give the 
illusion of movements caused by an in
visible hand. The concealing nature of 
the object-its bag-made this possible. 

In the final bags the interior ma
chinery is at least as interesting as the 
outside effect-but one is prevented 
from seeing it. Only the technicians
the "Doctors"-see it. 

I was entering into the field of ani
mation, mechanized metamorphosis. 
Disney had gone a long way in this, and 

""fl'. I 

that's one reason I was willing to try 
a collaboration with them in the "Art 
and Technology" program. 

The movement involves an up-and
down movement, a rotation and twist
ing . Also, there is a creeping movement 
and the cap tilts. 

The bag is about the behavior of 
material under tension, release and ten
sion. It assumes different shapes due to 
the movement. It's like a paper bag 
gathered between the thumb and fore
finger, expanded by blowing air into it 
and then crushed down against a sur
face. Or a quarter wound into a Dixie 
cup. The cap is a "collar" which or
ganizes material. The function of the 
original object-to cool a headache-has 
no relevance. In fact, I never put the 
object to use, never filled it with ice. 

My associations were more with the 
life of forms similar to the ice bag form: 
breasts, stomachs, spiderwebs, sponges, 
cupolas, and so on. 

It's a simple, basic form, a form that 
doesn't have to be an ice bag. It's a 
structural form softened. One sees these 
forms on a lot of buildings; for example 
the Capitol Building in Washington has 
at least three "ice bags" on top of it, 
and Woolsey Hall behind the Yale Lip-

stick is crowned with a green "ice bag." 
The disc is supposed to be a mirror so 
that while the bag is hugging the 
ground, it's also reflecting its site or 
the sky. 

The Ice Bag was suggested for a 
corner on the Oberlin campus-but the 
bag would not have survived the harsh 
winter there. Its first, actual site became 
the floor of the U.S. Pavilion at Osaka, 
which was an indoor / outdoor site, com
parable to being in a tent. 

The Ice Bag seemed iconographi
cally appropriate because the Pavilion 
itself was of soft material-I know be
cause I walked on top of it. Also, the 
subject, as it looked, had Japanese asso
ciations, with Mt. Fuji and their repre
sentations of the sun. Later, the Ice Bag 
spent the summer outdoors on the plaza 
of the County Museum in Los Angeles. 
It is an outdoor piece, provided the 
climate is gentle. 

After the first Ice Bag, I persuaded 
Gemini G.E.L. to make an edition of 
four-foot versions of the bag, and an
other bag 1 2 feet in diameter-an en
largement of the mechanism in the four
footer. 
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above: 
Giant Ice Bag al the United Stales Pavilion, 
Expo '70, Osaka, Japan . 
15' 6" high x 18' diameter . Executed by 
Krofft Enterprises, Burbank, California; 
Produced by Gemini G.E.L., Los Angeles 

left : 
Ice Bag on Corner Site with Figure . 1969 . 
11" x 13Y/ ' 
Collection Gerard Bonnier, Stockholm, Sweden 

opposite left: 
Giant Ice Bag-Cross Section, View 1, 
W.E.D. 1969 . 
11" X 133/.." 
The National Gallery of Canada, Ollawa, Ontario 

opposite right: 
Model for a Giant Ice Bag on a Corner 
Site . 1969. 
9" X 29" X 34" 
Collection Mr. and Mrs. Edwin A. Bergman, 
Chicago, Illinois 
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Geometric Mouse ... 
Originally, the Geometric Mouse 

was the design for a building to house 
a museum of pop objects. I have a little 
drawing showing it in colossal scale, 
and later I made a Geometric Mouse 
facade for the Chicago Contemporary 
Museum. Its geometricity is due to its 
origin as a building and also to the 
identification of the mouse with the 
early movie camera, as in the masks used 
in the performance of "Moviehouse" in 
1965. Later, the Geometric Mouse was 
u~ed as a letterhead for my Stockholm 

show in 1966 and thus became a form of 
self-portrait. The self-portrait function 
returned in 1969, when banners were 
made for my show at The Museum of 
Modern Art derived from the Geomet
ric Mouse. The first metal mouse was 
built at that time for the backyard of 
The Museum of Modern Art to serve as 
the hard complement to the banners in 
front. 

After that, the mouse proliferated
through announcements for the travel
ing show. Eventually the Geometric 
Mouse became an exercise in scale-as 

Prototype for Geometric Mouse (Scafe SJ. 1971. 
49" x 40" (18" ear) 
Owned by the artist 

opposite: 
Geometric Mouse Banners, 
each c. 138" x 77" installed at 
The Museum of Modern Art, New York, 1969 
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quantity. There are, at writing, between 
five and six thousand Geometric Mice 
extant in five different sizes called 
"scales" X, A, B, C, and D. 

They are classified by diameter of 
"ear": 9 feet to 6 inches. The largest 
number is scale D, the smallest in scale, 
which is an unlimited edition in card
board. The group may be considered 
one piece in which many people own 
shares-in the form of mice, or a fam
ily. It is a simple form put through 
changes of weight, size, materials and 
value, and also the many individual ad
ventures that the assorted Geometric 
Mice are having in and out of doors. 
The event is represented in a drawing 
as a hierarchical pyramid with the larg
est Geometric Mouse of all, Geometric 
Mouse X, an edition of one, on top. The 
mice of the smallest scale form the 
background, like wallpaper. 

The Geometric Mouse as banner is 
free to fly and assume various shapes, 
whereas the "hard" Geometric Mouse 
is in love with gravity-asleep, like an 
anchor on dry land. 

The new factor: weight. In wind, 
the banner weighs next to nothing. It 
is lyrical. The Geometric Mouse, Scale 

A, weighs rooo pounds. It is ponderous. 
A prisoner. 

Geometric Mouse recalls the Sleep
ing M( o )use by Brancusi, its position. 

A child's printing press. 
The Geometric Mouse is a personage 

in object form. An abstraction with a 
"face." When its proportions are al
tered, the "expression" automatically 
changes. 

The Geometric Mouse is its own 
shadow. 

Previous tenants in my studio in 
New Haven had scrawled over the en
trance: "House of Mice." Throughout 
the studio there were signs: "Danger
Mice!" The studio proved to be full of 
mice who danced on the electrical cords 
as soon as the lights went out. When 
winter came, the rats returned from 
the fields nearby to gnaw on my sculp
tures of popcorn. 

A rodent subject was unavoidable. 

Proposed variations: 
Scale changes: r) size of a footscraper; 
2) size of a tricycle; 3) size of a Trium
phal Arch; 4) much larger. 

Half-soft-for example, "ears" soft. 
Combination of canvas and metal. 

Oldenburg with prototype of Geometric Mouse. 
1969. 

opposite: 
Geometric Mouse. 1969. 
C. 144" X 180" X 84" 
The Museum of Modern Art, New York 

All soft-in a heap. 

All soft and in a box, folded, com
pressed. 
Invisible, buried in someone's attic. 

Linear-planes removed-all see-through. 

Linear-planes of fabric, flapping. Sails. 

Floating-like surfboard, "nose" as 
"keel." 
Epoxied foam. 

Kite. 

Bent versions. Deliberately built as if it 
had been dropped from a plane, rolled 
down a mountain, been in a crash. 

In future versions, parts may be ar
ranged differently, different points of 
balance tried. 

A field, perhaps a slope of Geometric 
Mice is envisaged to outlast us all-like 
the heads on Easter Island. Lacer visi
tors co this planet will wonder what 
purpose these figures served-if they 
were things or portraits or gods. 
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Thrown Can of Paint ... 
Some constructions use object s-in

action, or objects being acted on , like 
the Shattering Milk Bottle and the 
Thrown Can of Paint. 

The Shattering Milk Bottle was de
veloped for a narrow site between two 
skyscrapers. The construction would 
consist of the whole bottle at several 

points in the air, the moment of impact 
and the moments after impact-recon
structions of each incident simultane
ously, like a strobe photo. Parts were to 
be attached to and imbedded in the 
walls, involving the entire space. 

The Thrown Can was proposed (but 
not executed) for the garden of The 
Museum of Modern Art. Paint hurled 

Model of o Sculpture in the Form of 
o Thrown Con of Point . 1969. 
15" X 2J3/(' X 183/.," 
Owned by the artist 

opposite : 
Dropped Cup of Coffee-Study for "lmoge of 
the Buddho Preaching" by Fronk O'Horo . 1967 . 
30'/a " X 221/.," 
The Museum of Modern Art, gift of the artist 

against the Museum wall-the act of 
hostility is transformed into a work of 
art, an example of the thing being at
tacked. 
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above : 
Study for the Installat ion of a 
Giant Soft Three -Way Plug . 1970 . 
8'f2" X 11" 
Owned by the artist 

opposite: 

--

Giant Three -Way Plug-Scale 8, 3 / 3 . 1970 . 
58" x 39" x 28Y2" 
The Detroit Institute of the Arts , Detroit, Michigan 



left: 
Three-Way Plug-First Version (cardboard}. 1966. 
25'//' X 383/s" X 193/s" 
Collection Dr. Hubert Peeters, Bruges, Belgium 

right : 
Sketch of a Three- Way Plug. 1965. 
30'f2" X 23" 
Collection Samuel J. Wagstaff, Jr. 
Detroit, Michigan 

bottom left : 
Model for a Giant Balloon in the 
form of a Three-Way Plug. 1970. 
30" high 
Collection Mrs. Sandra Rotman, Toronto, Ontario 

bottom right: 
Three-Way Plug-Scale B (soft}. 1970. 
62" high 
Owned by the artist 

U.S.A. Three-Way Plug ... 
The first Three-Way Plug construc

tion was done in 1965 of cardboard, 
which made it light in weight and deli
cate . It was always shown hanging in 
the air, like a kite or a balloon, or as if 
it were floating on water. This par
ticular piece was crushed when a work
man fell on it in 1968, and the collector 
then returned it to me for repairs. 

In rebuilding the cardboard plug, I 
became interested in the subject again. 
A larger wooden version was built, 
which served as a model for the first 
metal plug, executed at Lippincott. The 
metal plug was as different from the 
original construction as could be im
agined, especially when I allowed it to 
follow its natural tendency and sink 
into the ground. 

It is as if the object is going through 
a series of "impersonations": now a bal
loon, now a nut, now an anchor, now a 
cannon-but always retaining its basic 
shape and identity as a Three-Way 
Plug. 

Two vinyl versions, two in canvas 
and three versions in wood have been 
built since the metal plug, all in dif
ferent scales. 

The metal Three-Way Plug is made 
of Cor-Ten steel, unpainted, which 
changes color, turning dark purple 
( from its original sienna-rust color) in 
a period of two years . This gives the 
metal a kind of "life," which may be 
compared to the events in nature 
around it, especially in climates which 
change a great deal, like those at Ober
lin and St. Louis. I have already seen the 
metal plug blanketed by snow, and I 
am told that squirrels and other animals 
visit the inside of the plug, via the 
"eyes." 

The plug is an intrusion of mechani
cal nature into organic nature, but more 
harmonious than in the case of the 
Trowel. The Three-Way Plug is a 
rounded shape, related to the earth and 
half buried, becomes a part of the earth. 
It behaves like an implement left over 
from a war, returning to nature. It seems 
siteable anywhere, as if it had fallen out 
of the sky, like an acorn or an apple or 
a meteor. 

It can also be compared to things 
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that rise out of the earth, like potatoes. 
It dispenses with a base-the whole 
earth is its "base." Because the Three
Way Plug is a known form and repeats 
itself in structure, one will always know 
what the hidden part looks like. I had 
hoped to site it differently each time and 
made models of different positions, but 
I found that there is only one way in 
which the plug shows most of itself. 
I decided it would be unfair not to re
peat that position, even if only at the 
beginning. The plugs can be turned 
later, say, every year. 

Both sites of the metal plug are near 
a building design by Cass Gilbert, whose 
specialty was re-doings of classical 
models. 

In St. Louis the plug associates with 
the art museum, a building based on 
the Baths of Caracalla, and at Oberlin 
it is the art museum copied from a 
Florentine girls' school. This tends to 
emphasize the architecture of the plug
its cross plan, arches and large empty 
"windows," which remind me of the 
dark depths of wash in the drawings of 
18th-century French neoclassical archi
tects. 

The Three-Way Plug has never 
been an accurate version of the kind 
you can buy ( or used to be able to buy) 
in a hardware store. Enlarging it and 
subjecting it to changes in material have 
removed it further from an imitation. 
I think of it now as an arbitrary struc
ture, suitable to any use I can find for 
it, comparable to a canvas for a painter
its only function is to set limits to the 
material. 

In dealing with fabricators, the use 
of a little object we can all agree on is 
very helpful. They can go home and 
dream about it. The object becomes a 
focus of the relationship between the 
fabricators and myself, which is almost 
as interesting as the end res.ult. The 
Three-Way Plug has generated many 
new experiences for me, not the least 
of which is the placing of the finished 
plug, which is a form of theater. The 
logistics and circumstances of siting 
huge objects (always with an audience) 
are what became of my "happenings"
that "Theater of Objects" in a new 
phase . 
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above: 
Giant Three-Way Plug (Cube Tap) . 1969 -70 . 
11 6" X 78" X 57" 
Allen Memorial Art Museum, Oberlin, Ohio 

opposite: 
Giant Three-Way Plug /Cube Tap). 1969-70. 
116" X 78" X 57" 
City Art Museum of Saint Louis, Missouri 

opposite bottom: 
Three-Way Plug-Position Studies, Second Set 
of Six. 1970 . 
8" X 20" X 15" 
Mr. and Mrs. Parks Campbell, Oberlin, Ohio 

U.S.A. Three-W ay Plug r r 9 
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Aerial View of Eraser in 57th Street Site with 
Sphinx and Colossal Wrist Watch . 1970. 
11%"x14%" 
Stoatsgalerie Stuttgart, Stuttgart, Germany 

opposite: 
Heroic Sculpture in the Form 
of a Bent Typewriter Eraser (mode/J. 1970. 
84" X 48" X 48" 
Owned by the artist 
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Typewriter Eraser . . . 
The Typewriter Eraser is the first 

attempt to create a permanent feasible 
monument for the City of New York. 
It was a private commission for a busi
ness site on 57th Street , across from the 
Art Students League. I tried to catalog 
the forces in operation there and con
dense them into some kind of object. 
One of my proposals was a sculpture 
plaza of giant litter-the trash in the 
streets monumentalized. 

I was struck by how often the tear
off-type can keys occurred on the side
walks. I collected them like the cigarette 
butts I had earlier. They were all about 
the same shape but could be found 
twisted in many different ways . They 
resembled typewriter erasers , and that 
may have been the connection that 
brought this subject into consideration. 

The Typewriter Eraser was a cur
rent subject, having been used on the 
dust jacket for my Drawings book 1 

and before that, in the "happening," 
"The Typewriter," where the object 
first appeared. 

Another line of approach was think
ing about what might fall out of an 
office building. If one imagined a type
writer eraser falling, the result might 
be a bent typewriter eraser, a fine anti
heroic subject. Since a real typewriter 
eraser is too light to bend in a fall, I 
imagined the fall of a giant one. 

This particular object (like the 
Three-Way Plug) has no accepted 
"rest" position and I had to determine 
one . The site, being in the city , had a 
hard floor. I solved the situation by 
placing the eraser part flat on the 
ground and pointing the "hairs" up. 
Translated into a monument, this yields 
a huge disk of red marble for people to 
sit or climb on, with a little pool in the 
middle-overshadowed by a wave-like 
form topped with tree-like undulating 
shafts of metal and rope. The Giant 
Eraser would be surrounded by other 
smaller erasers in schematic form, "ex
ercising," in various positions, which 
could also be used to sit, lie or eat on. 
The hairs became the part most visible 
from the street, and the eraser is most 
visible from above by the occupants of 
the building-they would look down at 
a huge "target" shape. 

The proposal was not accepted, but 
I had a finished model built. 
1bibl. 19 



top left : 
Study for Typewriter Eraser , Final Position . 1970. 
21 Y2" X 12" X 14" 
Owned by the artist 

fop right : 
Typewriter Eraser . 1968. 
31" X 13" X 3" 
Collection Mrs. Pat Oldenburg, New York 

bottom right : 
·Proposal for a Giant Balloon in the 
Form of a Typewriter Eraser (modelJ . 1970. 
58 " high 
Sidn ey Jan is Gallery , New York 

opposite top : 
Study for the Giant Typewriter Eraser 
Using a Penny and Paper Clip. 1970. 
Owned by the artist 

opposite bottom: 
Giant Typewriter Eraser and "Exercising" 
Vers ions-Mode/ of Site . 1970 . 
4 ' X 8' 
Owned by the artist 
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Sculpture in the Form of o Trowel 
Stuck in the Ground-model . 1969-70. 
44 " high 
Owned by the artist 

opposite: 
Feasible Monument in the Form of 
a Giant Typewriter Eraser. 1970. 
29" X 23" 
Collection Mrs. Jill Isles Aguilera, New York 
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Trowel . . . 
Program: 

A simple object that can be (mis)taken 
for a sculpture 

Elimination of base 
Base-earth 
Object that can be stuck into the site 
in different situations all proper to its 
identity. Also, simple enough to be 
adaptable to changes in scale 

Color to be a function of conditions at 
the site 

A new object designed by the artist: 
a generalized version of the Trowel/ 
Spade / Spatula called the Trowel, from 
the Artist's hardware store 

I can't remember when the Trowel 
first appeared, but I can remember pro
posing it to John Coplans at the Pasa
dena Art Museum in 1969, to be seen 
against the mountains . I also remember 
sitting in a cafe in Darmstadt in 1970, 
making a drawing of a triangular wafer 
stuck in ice cream which became a paint 
spatula, wondering how this would 
work in Darmstadt, because the op
portunity for a commission existed 
there. 

Lately, I feel like a traveling sales
man of monuments, opening my bag 
to see which monument will do . 

When I visited Sonsbeek Park about 
that time, I was impressed by the quan-

tities of gopher holes-little mounds 
everywhere. 

"Sonsbeek '71" then looked like an 
earth show. Certainly every artist there 
had to consider the ground-a spade or 
spatula was almost a symbol of the con
cerns of the show, a creative interfer
ence with nature. Becoming absolutely 
certain about an object in relation to a 
particular site is important because once 
launched, an object-monument can be 
a long engagement. 

In relation to the Sonsbeek Park site, 
I noted these "signs" of iconographical 
appropriateness: 

On a map the park is a triangular 
shape entering the city of Arnhem-as 
the Trowel enters the ground. The pro
file of the curve in the handle matches 
the coast of the Netherlands-the "fore
head" of Europe. 

The act of troweling states the flat
ness of the country . 

The Trowel sticks in the ground on 
the angle of a windmill blade. A wind
mill also has a "forehead." 

The Trowel is a hard version of the 
swans that live in the lagoons of the 
park, especially when their necks are 
outstretched, picking the bottoms for 
food. 

The form is a generalized penetrator 
and is more related in my mind to a 
plow or planting spade. But "Trowel" 
seemed a better word to me-though I 

wasn't happy with the ( to me) irrele
vant masonry or masonic suggestions it 
evoked. 

"Trowel" has a Dutch sound . 
The style of the Trowel-sort of Art 

Deco-Gothic-matches that of the re
constructed cathedral of Arnhem 
which, I'm told, has comic-strip figures 
for gargoyles. The proletarianness of 
the Trowel, as well as the violence im
plied in its sticking into the ground, 
contrasts sharply with the Sonsbeek 
Park, which is an aristocratic setting 
full of tame deer. 

Though the Trowel is fastened un
der the ground to a slab of concrete, it 
should look as if it had just dropped 
out of the sky, like lightning. The grass 
was carefully replaced after the Trowel 
was inserted. 

The Trowel is related to the Good 
Humor Bar and the Door Handle, 
among other objects, and is an "exotic" 
form of a Ray Gun. 

Such a nakedly mechanical form 
needs a country site. After the Sonsbeek 
'71 exhibit, it is to be moved into the 
woods near the Kroller-Miiller Museum 
at Otterlo. 

Sculpture in the Form of a Trowel 
being installed in the Sonsbeek Park, 
Arnhem, Holland, 1971. 
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Sullivan Tomb ... 
The legend of Louis Sullivan in

cludes the story that, toward the end 
of his life, Sullivan was forgotten and 
forced to sleep in a broom closet in a 
hotel on the South Side of Chicago, 
cared for surreptitiously by the em
ployees of the hotel. He was visited 
there and found to be too weak to reach 
the bare light bulb that burned over his 
head. 

This broom closet in monumental 
scale becomes the tomb for Sullivan, to 
stand in Grant Park in front of the City 
of Chicago. 

The structure is forbidding from the 
outside. It looks like an antique bread 
toaster, or an obelisk, or the Hancock 
Building lengthened vertically. It is a 
high steel box with sloping sides set on 
a smaller box-pedestal with entrances 
by way of escalators under the over
hang of the big box. 

The outside walls are sleek and dark 
and culminate in a peaked roof covered 
with a construction that combines Sul
livan's ornament in an effect of moss 
or a thatched roof, drooping over the 
sides. There are several buildings in 
Chicago that start out as clean sky
scrapers but end in a church .or a Swiss 
chalet . I feel this way about Sullivan: 
he's of both centuries. 

The silent escalators take one up 
into an enormous room completely shut 
off from the light and climate of the 

opposite: 
Sculpture in the Form of 
a Trowel Stuck in the Ground. 1971. 
40' high 
Installed in the Sonsbeek Park, Arnhem, Holland. 

outdoors-the only room in the tomb, 
the interior of the "broom closet," filled 
with a brown light that fades into dark
ness at the top . One can barely discern 
a vaulted ceiling covered with copies of 
Sullivan's organic designs which reach 
down along the walls and dangle in the 
air like stalactites in a cave. 

On entering, one is standing in a 
walkway about 30 feet wide, which runs 
around the colossal 600-foot long figure 
of the reclining Sullivan. At first, one 
takes it for a mountain, especially since 
the body is covered with cloth, like 
Lorado Taft's Statue of Death. Only 
the enormous head with beard is visible. 
The rest of the body, including the arms 
and hands, is conveyed by folds of the 
"bedcover." The eyes are turned 
straight up and never will be seen. 

Gradually, one gets used to the 
crepuscular light . One sees only parts 
of the man, and the effect is rather ab
stract. From the center of the ceiling 
hangs a colossal unshaded light bulb, not 
lit equal to its scale, but glowing softly 
from the lights of thousands of small 
bulbs inside. 

When one returns outside into the 
hot dull day, one can hardly believe the 
experience. 
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The Memorial to Baseball, Comiskey 
Park, Chicago, 1967 ... 

Comiskey Park is shut down and 
completely restored. Enough white 
plaster figures in typical attitudes ( five 
or six variations) are obtained to fill the 
stands, as on the Sunday of a vital series. 
Casts of the players are also made and 
placed in the position of playing ball. 
Visitors are strictly excluded, though 
color postcards are obtainable in front 
of the memorial. The monument is 
fairly visible from the air. The only 
person allowed inside is the grounds 
keeper. The grass is kept neat, healthy 
and green around the immovable fig
ures. 

bibl. 20 

The Memorial to Pinetop Smith, 
Chicago, 1967 ... 

This is a wire strung westward over 
North Avenue (like the wire of the 
electric CT A bus) from Clark Street 
to the city limits or beyond . At inter
vals of 1 5 minutes, a blue impulse travels 
along the wire. In a split second, it 
moves from Clark to Austin Boulevard. 
Along its path, the impulse touches off 
a blue light at the intersection of Lar
rabee Street. Near there, according to 
legend, Pinetop Smith, the inventor of 
boogie-woogie, was killed. The light 
burns about a minute and fades away. 
The monument ignites each evening at 
the same time as the city lights. 

bib!. 20 
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Self-Portrait ... 
The face is a cutout, like a mask, 

which is pasted on the diagram of the 
objects. The ice bag is also a cutout of 
different paper, pasted on. The face is 
divided in half vertically. One side 
shows the kindly aspect of the artist; 
the other, his brutal one. The body is 
introduced in the image of the face via 
the representation of the body's juices
the tongue (bringing out the insides)
which doubles as a heart and foot. The 
scare is partly the result of the working 
conditions of making a self-portrait
one hangs up a mirror and scares into 
it-but also emphasizes the artist's reli
ance on the eyes. The "3 Y2" on the fore
head is left on as a reminder of my con
cern at the time with measurements of 

patterns. The Ice Bag on the head sig
nifies that subject was on my mind. It 
doubles as a beret-attribute of the artist. 

The objects are shown in the order 
in which they were made, reading left 
to right from the Good Humor Bar of 
1963 through the Geometric Mouse of 
1969. They circulate about the artist's 
head like the representation of uncon
sciousness in the comics, or the astro
logical signs on the hat of Merlin the 
Magician-deflated to an Ice Bag. 

I alternated between the image of a 
magician and that of a clown, crying to 
make a combination of the two. Two 
clown representations, I recall, which 
contributed are the "Joker" from the 
Batman comic strip and the laughing 
face that used to be on Tilyou's Amuse-

ment Park, "The Funny Place," at 
Coney Island. I remembered, also, the 
self-portraits (in agony) of Messer
schmidt, which were analysed by Ernst 
Kris. 

above : 
System af Iconography . 1969 . 
11" X 14" 
Collection Hannah Wilke, New York 

opposite: 
Symbolic Self-Portrait with Equals. 1969. 
11" X 8 1k" 
Owned by the artist 
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Chronology 

The follo wing chronology was prepared 
by Claes Oldenburg, and is highly selec
tive . For the most complete chronology 
to date ref er to Claes Oldenburg by 
Barbara Rose , 1970. -

Born January 1929, Stockholm, Sweden. 

1930-33 
New York City and Rye, New York. 

1933-36 

Oslo, Norway. 

1936-46 

Chicago. 

1946-50 

Yale University; studies literature and 
art. 

1950-52 

Returns to Chicago. Apprentice report
er at City News Bureau and night 
courses at The Art Institute of Chicago. 

1952-53 

Quits City News Bureau. Fu ll time at 
TheArt Institute. Summer, 1953. Oxbow 
Summer School of Painting, Saugatuck, 
Michigan. 

OcTOBER-DECEMBER. San Francisco and 
Oakland. Returns to Chicago. Natural
ized as U.S. citizen. 

1954-56 

JuNE. Studios in Chicago. 

1956 

JUNE. Moves to New York City. Set
tles on Lower East Side and works part
time at Cooper Union Museum Library 
(until November 1961). 

1959 

Summer m Lenox, Massachusetts. On 

return to New York, helps org anize 
Jud son Galler y (Judson Memorial 
Church). Shows and happenings. Works 
in cardboard, newspaper, burlap and 
other street materials . 

1960 

Marries Pat Muschinski. Summer in 
Provincetown, Massachusetts. On re
turn to New York begins works in 
plaster. 

1961 

Rents store at 107 East znd Street. 
Works in brightly colored plaster, based 
on Lower East Side store culture. 

1962 

First large soft sculptures in canvas dur
ing summer at Green Gallery. 

1963 

First piece in vinyl: Soft Pay Telephone. 
Join s Sidne y Janis Gallery . Leaves store; 
sets up studio in Venice, California. 

1964 

Summer in Europe: by ship to Venice, 
Italy for Biennale; studio in Paris; de 
Laurentiis studios in Rome. 

1965 

Returns to New York City. New studio 
at 404 East 14th Street; first Monument 
drawings. 

1966 

Summer in Europe: Stockholm, Lon
don, Norway. Studio in London, Monu
ment drawings. 

1967 

Summer in Aspen, Colorado. Dru m Set 
drawings; first Monuments for Chica
go. 

1968 
To Los Angeles-first work at Gemini 
G.E.L. Visits to Chicago , including the 
Democratic Convention . 

1969 

Leav es 14th Street studio . Separation 
from Pat Oldenburg. Sets up studio in 
New Haven to prepare retrospective 
and work with Lippincott Inc. on Geo-
71letric Mous e and other metal proj ects. 
To Los Angeles for Art and Technol
ogy project. To London and Darmstadt 
to set up Bedroo111 Ense111ble, Replica I. 

1970 

To Osaka to install 18-foot Ice Bag at 
Expo '70. To Netherlands, Germ any 
and London to install traveling retro
spective exhibition . Visits Leningrad , 
Finland and Sweden. Leaves New H av
en studio. 

Summer. Studio in Los Angeles . 

1971 

Returns to New York. New studio at 
556 Broome Street. To Ne therlands to 
install Trowe l. Visits Sweden, Norway 
and London to work on "Notes in 
Hand ." First works in new studio: "Sev 
en New Wonders, " Monument draw
ings for Horizon magazine (April 
1972) ; metal fabrication at Lippincott 
Inc. includes repl icas of earlier work; 
begins large soft version of Thr ee
Way Plug (Sca le A); prepares exhibi 
tion, "Object into Monument " for Pasa
dena Art Museum. 

Selected One -Man Exhibitions 

1959 

MAY. Judson Gallery, New York. First 
one-man show in New York, includes 
drawings, sculpture and newspaper con
structions. 
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1959 

Group shows at the Judson Gallery, 
New York. 

1960 
JANUARY. Judson Galler y, New York. 
"The Street" by Oldenburg, and "The 
House," by Jim Dine . 

JUNE. Martha Jackson Gallery, New 
York. "New Forms-New Media, I." 

SEPTEMBER. Martha Jackson Gallery, 
New York. "New Media-New Forms, 
II." 

1961 

MAY. Martha Jackson Gallery, New 
York. "Environments, Situations, Spac
es." First showing of "Store" reliefs. 

1962 
APRIL. Dallas Museum for Contem
porary Arts. "1961." Includes a recon
struction of "The Store ." 

NovEMBER. Sidney Janis Gallery, New 
York. "New Realists." Includes The 
Store , Lingerie Counter. 

1963 
MAY. The Museum of Modern Art, 
New York. "Americans 1963." 

1964 

JANUARY. Sidney Janis Gallery, New 
York. "Four Environments by Four 
New Realists." (With Jim Dine, James 
Rosenquist, George Segal.) First show 
ing of Bedroom Ensembl e. 

Summer. Venice, Italy. Participates in 
"Biennale XXXII." 

1965 

MAY. Sidney Janis Gallery, New York. 
"Recent Work." First showing of draw-

ings for "Proposed Colossal Monu-
1nents." 

1966 

APRIL. San Francisco Art ln51:itute. 
"Six from the East." 

1967 

JANUARY. Dwan Gallery, New York. 
Includes drawings for Monuments. 

Art Gallery of Ontario, Toronto. 
"Dine, Old enburg, Segal." 

APRIL. Los Angeles County Museum of 
Art. "Sculpture of the Sixties." Includes 
Giant Ice-Creanz Cone, Giant Blue 
Shirt, Light Switch, Falling Sho estring 
Potatoes, Gi ant Good Humor Bar, Soft 
Manhattan II-Subway Map, Soft Toi
let. 

APRIL. Montreal, Canada. "Expo '67." 
Giant Soft Fan shown in United States 
Pavilion . 

SEPTEMBER. Sao Paulo, Brazil. "IX 
Bienal do Museu de Arte Moderna." 
Bedroom Ensembl e shown. 

OCTOBER. Solomon R. Guggenheim 
Museum, New York. "Guggenheim In
ternational Exh ibition 1967: Sculpture 
from 20 N ations." Includes Giant Drum 
Set. 

DECEMBER. Sidney Janis Galler y, New 
York. "Homage to Marilyn Monroe ." 
Includes Lipstick (for M.M. ) and Ghost 
Wardrobe (for M.M. ) 

1968 

OCTOBER. Richard Feigen Gallery, Chi
cago. "Richard J. Daley." Shows fifty 
"Fireplug Souvenirs." 

1969 

JANUARY. Vancouver Art Gallery, 
Vancouver, British Columbia, Canada. 
"New York 13." Giant Saw-Hard Ver
sion first shown. 

MA v. Sidney Janis Gallery, New 
York. "New Work by Seven Artists." 
Includes Giant Saw-Hard Version and 
Chicago Picasso. 

JuLY. Hayward Gallery, London : 
"Pop Art." Includes Bedroom Ense111-
ble, R eplica I, later reinstalled perma
nently in the Hessisches Landesmuse
um, Darmstadt. 

OcTOBER. The Metropolitan Museum 
of Art , New York. "New York Paint
ing and Sculpture: 1940-1970." Includes 
Ironing Board with Shirt and Iron and 
Giant Pool Balls. 

1970 

APRIL. Osaka, Japan. "Expo '70." 18-
foot Giant Ice Bag installed in United 
States Pavilion. 

DECEMBER. Whitney Museum of 
American Art, New York. " 1970 An
nual Exhibition of Contemporary 
American Sculpture ." Include s 8-foot 
Trow el Scale A. 

1971 

MAY. The Museum of Modern Art, 
New York. "Technics and Creativity." 
First showing of 12-foot Ice Bag. 

Los Angeles County Museum of Art. 
"Art and Technology." First U.S.A. 
showing of 18-foot Giant Ice Bag. 

JuNE. Park Sonsbeek, Arnhem, The 
Netherlands. "Sonsbeek '71." Includ es 
40-foot Trowel. 

OCTOBER. Boston City Hall Plaza. 
"Scu lpture for Public Spaces." Organ
ized by the Institute of Contemporary 
Art, Boston . Includes Geo111etric Mouse 
Scale A. 

National Museum of Ireland, Dublin . 
"R.O.S.C.-'71." Shows 8-foot Trow el 
Scale A, 4-foot Ice Bag, and Model for 
Typewriter Eraser. 



Selected Bibliography 

Oldenburg Statements, Writings 
and Interviews 
(arranged chronologically) 

1. "Claes Oldenburg: Extracts from the 
Studio Notes, 1962-1964," Ar tforum 
(Los Angeles) , January 1966, pp. 32-33. 
Selected by Max Kozloff. 

2. "Afterthoughts," Konstrevy (Stock
holm), Nos. 5-6, November-December 
1966, pp. 214-220. 
In Swedish. For original English, see 
bib!. 22, pp. 195-198. 

3. "Oldenburg 's l\1onuments," Art and 
Artists (London), December 1966, pp. 
28-31. Interview by Gene Baro. 

4. "Take a Cigarette Butt and Make It 
Heroic, " Art News (New York), May 
1967, PP· 3o-31, 77. 
Int erview by Suzi Gablik. 

5. Store Days. New York: Something Else 
Press, 1967. Documents from The Store 
(1961) and Ray Gun Theater (1962) , 
selected by Claes Oldenburg and Em

mett Williams. 

6. "America: \Var & Sex, Etc. ," Ar ts Mag
azine (New York), Summer 1967, pp. 
32-38, and cover. 

7. "About the Famous Toronto Drain
pipe," ArtsCanada (Toronto), August 
i¢8, PP· 40-41. 

8. Notes. Los Angeles: Gemini G .E.L., 
1968. 
Text in folio accompanying twelve 
original color lithographs. 

9. "The Artist Speaks: Claes Oldenburg," 
Art In A merica (New York), March
April 1969, pp. 68-75. 
Interview by John Coplans. 

w . Claes Oldenburg - Constructions, Mod
els, and Drawings. Chicago: Richard 
Feigen Gallery, 1969. 

1 1. "How T o Keep Sculpture Alive In and 
Out of a Museum," Arts Magazine 
(New York), September-October 1969, 
pp. 24-28. Interview by Jeanne Siegel. 

1 2. "Chronology of drawings," Studio Inter
national (London), June 1970, pp. 249-
253, and cover . 

13. A His tory of the Double-Nose / Purse/ 
Punching Bag/Ashtray Multiple. Los 
Angeles: Gemini G.E.L., 1970. 

14. "Notes 
jeer," 
Mouse. 
1971. 

on the Geometric Mouse Sub
Claes Oldenb urg Geometric 
Los Angeles : Gemini G.E .L., 

15. Notes in Hand. New York: E. P. Dut
ton & Co., Inc. in association with 
Pet ersburg Press, London, 197 1. 

Films 
(arranged chronologically) 

16. Colossal Keepsake No. I, 1969. Docu
mentary by Peter Hentschel and Bill 
Richardson on construction and place
ment of Lipstick Monument, New Hav
en, May 1969. 16 mm, b / w and color, 
sound, 20 min. 

17. Sort of a Commercial for an Icebag. 
Produc ed by Gemini G.E.L., Los An
geles, 1969. Directed by Michel Hugo; 
photographed by Eric Saarinen; edited 
by John Hoffman; sound by Howard 
Chesley. A vailable in super 8 and 16 
mm, color, sound, 20 min. 

18. Tb e Great Ice-Cream Robbery. Pro
duced by Maya Film Productions, 1970. 
Directed by James Scott; photographed 
by Adam Barker-Mill. 16 mm, 35 min. 

Books on Oldenburg 

19. Claes Oldenburg: Drawings and Prints. 
A Paul Bianchini Book. London and 
New York: Chelsea House, 1969. 
Introduction and commentary by Gene 
Baro . 

20. Claes Oldenburg: Proposals for Monu
ments and Buildings, 1965-69. Chicago: 
Big Table Publ ishing Company (Fol
lett), 1969. Includes "The Poetry of 
Scale," an interview by Paul Carroll 
and "Notes by the Artist on Selected 
Drawings ." 

Bibliography 13 5 

2 1. Johnson, Ellen H. Claes Oldenburg 
(Penguin New Art 4). Baltimore: Pen
guin Books, 1971. 

22. Rose, Barbara. Claes Oldenburg. New 
York: The Museum of Modern Art, 
1970. 

Articles 

2 3. Finch, Christopher. "Notes for a Monu
ment to Claes Oldenburg," Art News 
(New York), October 1969, pp. sz-56 . 

24. Glueck , Grace. "Soft Sculpture or Hard 
- They're Oldenburgers," New York 
Times Magazine, September 21, 1969. 
PP· 28-29, JOO, 102, !04-!05, w7-w9, 
114-115 and cover. 
Includes statements by the artist. 

25. Graham, Dan. "Oldenburg's Monu
ments," Artforum (New York), Janu
ary 1968, pp. 30-37 and cover. 

26. Johnson, Ellen H. "Oldenburg's Ana
logues," Art International (Zurich), 
April 1970, pp. 42-45, 51. 

27. --· "Oldenburg's Giant 3-Way Plug," 
Arts Magazine (New York), December 
1970/January 1971, pp. 43-45. 
Reprinted from the Allen Memorial Art 
Museum Bulletin, XXVIII, 3 Spring 
1971, pp. 223-33. 

28. "The Master of the Soft Touch," Life 
(New York), November 21, 1969, pp. 
58-64 D. 
Includes statements by the artist . 

29. Rose, Barbara. "The Airflow multiple 
of Claes Oldenburg," Studio Interna
tional (London), June 1970, pp. 254-255 
and cover. 

30. - - · "Claes Oldenburg's Soft Ma
chines," Artf orwn (New York). Sum
mer 1967, pp. 30-35. 

3 1. - -· "Oldenburg Joins the Revolu
tion" New York Magazine, June 2, 1969, 
pp. 54-57. 
On Lipstick Monument at Yale Univer
sity. 

32. -- · "The Origin, Life and Times of 
Ray Gun," Artforum (New York), No
vember 1969, pp. 50-57 and cover. 




	AIC1971ClaesOldenburg001
	AIC1971ClaesOldenburg002
	AIC1971ClaesOldenburg003
	AIC1971ClaesOldenburg004
	AIC1971ClaesOldenburg005
	AIC1971ClaesOldenburg006
	AIC1971ClaesOldenburg007
	AIC1971ClaesOldenburg008
	AIC1971ClaesOldenburg009
	AIC1971ClaesOldenburg010
	AIC1971ClaesOldenburg011
	AIC1971ClaesOldenburg012
	AIC1971ClaesOldenburg013
	AIC1971ClaesOldenburg014
	AIC1971ClaesOldenburg015
	AIC1971ClaesOldenburg016
	AIC1971ClaesOldenburg017
	AIC1971ClaesOldenburg018
	AIC1971ClaesOldenburg019
	AIC1971ClaesOldenburg020
	AIC1971ClaesOldenburg021
	AIC1971ClaesOldenburg022
	AIC1971ClaesOldenburg023
	AIC1971ClaesOldenburg024
	AIC1971ClaesOldenburg025
	AIC1971ClaesOldenburg026
	AIC1971ClaesOldenburg027
	AIC1971ClaesOldenburg028
	AIC1971ClaesOldenburg029
	AIC1971ClaesOldenburg030
	AIC1971ClaesOldenburg031
	AIC1971ClaesOldenburg032
	AIC1971ClaesOldenburg033
	AIC1971ClaesOldenburg034
	AIC1971ClaesOldenburg035
	AIC1971ClaesOldenburg036
	AIC1971ClaesOldenburg037
	AIC1971ClaesOldenburg038
	AIC1971ClaesOldenburg039
	AIC1971ClaesOldenburg040
	AIC1971ClaesOldenburg041
	AIC1971ClaesOldenburg042
	AIC1971ClaesOldenburg043
	AIC1971ClaesOldenburg044
	AIC1971ClaesOldenburg045
	AIC1971ClaesOldenburg046
	AIC1971ClaesOldenburg047
	AIC1971ClaesOldenburg048
	AIC1971ClaesOldenburg049
	AIC1971ClaesOldenburg050
	AIC1971ClaesOldenburg051
	AIC1971ClaesOldenburg052
	AIC1971ClaesOldenburg053
	AIC1971ClaesOldenburg054
	AIC1971ClaesOldenburg055
	AIC1971ClaesOldenburg056
	AIC1971ClaesOldenburg057
	AIC1971ClaesOldenburg058
	AIC1971ClaesOldenburg059
	AIC1971ClaesOldenburg060
	AIC1971ClaesOldenburg061
	AIC1971ClaesOldenburg062
	AIC1971ClaesOldenburg063
	AIC1971ClaesOldenburg064
	AIC1971ClaesOldenburg065
	AIC1971ClaesOldenburg066
	AIC1971ClaesOldenburg067
	AIC1971ClaesOldenburg068
	AIC1971ClaesOldenburg069
	AIC1971ClaesOldenburg070
	AIC1971ClaesOldenburg071
	AIC1971ClaesOldenburg072
	AIC1971ClaesOldenburg073
	AIC1971ClaesOldenburg074
	AIC1971ClaesOldenburg075
	AIC1971ClaesOldenburg076
	AIC1971ClaesOldenburg077
	AIC1971ClaesOldenburg078
	AIC1971ClaesOldenburg079
	AIC1971ClaesOldenburg080
	AIC1971ClaesOldenburg081
	AIC1971ClaesOldenburg082
	AIC1971ClaesOldenburg083
	AIC1971ClaesOldenburg084
	AIC1971ClaesOldenburg085
	AIC1971ClaesOldenburg086
	AIC1971ClaesOldenburg087
	AIC1971ClaesOldenburg088
	AIC1971ClaesOldenburg089
	AIC1971ClaesOldenburg090
	AIC1971ClaesOldenburg091
	AIC1971ClaesOldenburg092
	AIC1971ClaesOldenburg093
	AIC1971ClaesOldenburg094
	AIC1971ClaesOldenburg095
	AIC1971ClaesOldenburg096
	AIC1971ClaesOldenburg097
	AIC1971ClaesOldenburg098
	AIC1971ClaesOldenburg099
	AIC1971ClaesOldenburg100
	AIC1971ClaesOldenburg101
	AIC1971ClaesOldenburg102
	AIC1971ClaesOldenburg103
	AIC1971ClaesOldenburg104
	AIC1971ClaesOldenburg105
	AIC1971ClaesOldenburg106
	AIC1971ClaesOldenburg107
	AIC1971ClaesOldenburg108
	AIC1971ClaesOldenburg109
	AIC1971ClaesOldenburg110
	AIC1971ClaesOldenburg111
	AIC1971ClaesOldenburg112
	AIC1971ClaesOldenburg113
	AIC1971ClaesOldenburg114
	AIC1971ClaesOldenburg115
	AIC1971ClaesOldenburg116
	AIC1971ClaesOldenburg117
	AIC1971ClaesOldenburg118
	AIC1971ClaesOldenburg119
	AIC1971ClaesOldenburg120
	AIC1971ClaesOldenburg121
	AIC1971ClaesOldenburg122
	AIC1971ClaesOldenburg123
	AIC1971ClaesOldenburg124
	AIC1971ClaesOldenburg125
	AIC1971ClaesOldenburg126
	AIC1971ClaesOldenburg127
	AIC1971ClaesOldenburg128
	AIC1971ClaesOldenburg129
	AIC1971ClaesOldenburg130
	AIC1971ClaesOldenburg131
	AIC1971ClaesOldenburg132
	AIC1971ClaesOldenburg133
	AIC1971ClaesOldenburg134
	AIC1971ClaesOldenburg135
	AIC1971ClaesOldenburg136
	AIC1971ClaesOldenburg137
	AIC1971ClaesOldenburg138
	AIC1971ClaesOldenburg139
	AIC1971ClaesOldenburg140
	AIC1971ClaesOldenburg141
	AIC1971ClaesOldenburg142
	AIC1971ClaesOldenburg143
	AIC1971ClaesOldenburg144
	AIC1971ClaesOldenburg145
	AIC1971ClaesOldenburg146
	AIC1971ClaesOldenburg147
	AIC1971ClaesOldenburg148
	AIC1971ClaesOldenburg149
	AIC1971ClaesOldenburg150
	AIC1971ClaesOldenburg151
	AIC1971ClaesOldenburg152
	AIC1971ClaesOldenburg153
	AIC1971ClaesOldenburg154
	AIC1971ClaesOldenburg155
	AIC1971ClaesOldenburg156
	AIC1971ClaesOldenburg157
	AIC1971ClaesOldenburg158
	AIC1971ClaesOldenburg159
	AIC1971ClaesOldenburg160
	AIC1971ClaesOldenburg161
	AIC1971ClaesOldenburg162
	AIC1971ClaesOldenburg163
	AIC1971ClaesOldenburg164
	AIC1971ClaesOldenburg165
	AIC1971ClaesOldenburg166



