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Introduction: Portraits




Gretchen Berg: ‘I’m simplifying.’

Andy Warhol: ‘Yeah.’1



Rain machines, alarmed kosher pickle jars filled with gemstones, replica cornflakes boxes, ‘disco décor’, time capsules, art bombs, birthday presents, perfume bottles, and floating silver pillows that are clouds, paintings, and films at the same time. Museum interventions, collecting and curating projects, expanded performance environments, holograms. This is a book about the vast array of sculptural work made by Andy Warhol between 1954 and 1987, a period that begins long before the first Pop paintings and ends the year of his death.

Warhol made sculptures that he called ‘abstract’ and ‘invisible’, as well as ones which were perfectly true to life, heavy and handcrafted. Though some of these works were part of families, with similar physical attributes and names, generally there was little continuity of this kind between the sculptures that he made. Each were designed for different occasions: some were intended to be shown privately, some publicly, others somewhere in-between. Unlike the painting and film work, which relied on a limited core group of assistants and collaborators, Warhol’s sculpture brought different persons, institutions, media (including newly emerging technologies) and disciplines together. These sculptural projects crowned pinnacle moments in Warhol’s career, but also occupied downtime and periods of artistic and personal change; junctures in his more commercially orientated practices. In an overview of the sculptures produced in the period 1970–72, Neil Printz observes that these were made during a period of ‘crisis and transition’, following the assassination attempt on his life in June 1968 and the move from the ‘silver’ Factory of 47th Street to 33 Union Square in the same year.2 Warhol’s sculpture also represented different aspects of factory life: its birthdays, unique projects, visitors, open-ended commissions, and the ‘leftovers’ from other works. The Time Capsules project, an enormous archive of clutter (1974–87), is the superlative example in this regard. Like Screen Tests, his series of film-portraits (1964–66), or the Andy Warhol Diaries, the filmic and textual equivalents of Time Capsules, Warhol’s sculpture recorded Factory time.

This diverse body of work can be divided according to art historical labels: portrait busts intended for display on plinths, Institutional Critique, archival and collecting projects, eco-art, a continued dialogue with Minimalism and environment work, multimedia and participatory Gesamtkunstwerk, and the recent category of ‘studiowork’.3 When Warhol bought a large property in the exclusive Montauk area of New York, he teased his new neighbour by telling him that he was going to dig up some of the surrounding grounds as part of an earth-art project. In fact, this may be the only post-1960 category of sculpture to which Warhol cannot be tied.4 Yet despite all the ways the work can be associated with the discourses that surround sculpture, it can equally be seen as resistant to sculpture as a category, existing almost in spite of it. In 1996, Warhol’s friend and one-time assistant, Christopher Makos, characterised this relation to sculpture while considering a tricksy late concrete work that Warhol had given him as a gift:


The Warhol sculpture—I think it’s from 1982—was a Christmas present. Andy would use big holidays as reasons to purge his creativity. Andy was always asking me and his other friends, ‘What can I do for sculptures? What’s unusual?’ Those were hard questions for Andy because he thought in very linear terms. He didn’t think in three-dimensional terms at all. Photographic terms, canvas terms, flat terms. He couldn’t figure out what you do to do something sculptural.5



Warhol made sculpture to ‘purge creativity’, not to put it to use. There is a suggestion here that sculpture was not considered work or even artwork at all. Yet, at the same time, Makos’ statement sums up the dynamic at the heart of this book: the dual direction of travel between Warhol’s relation to sculpture and sculpture’s relation to Warhol. It proves that Warhol was very much concerned with sculpture and, in some way, orientated himself around it. But what I want to suggest, and what Makos does not, is not just that this dynamic existed but that it was incisive in both directions. Warhol did something unusual with sculpture, something radical to do with sculpture emerging from those ‘hard questions’, and in tension with the traditional notion of the ‘three-dimensional’ that Makos describes. With its many incarnations, its unresolvedness, its reflection of personal and working life, and its sheer complicated difficulty, Warhol’s sculpture can also offer unique access to a figure whose work is notoriously hard to read and explain, and whose motivations were well-guarded. Contained within Makos’ words are two tendencies that I propose broadly categorise Warhol’s sculpture: first, in relation to Warhol’s ‘purge of creativity’, there is a dynamic between waste and production and, second, there is an antipathy between the image—the ‘flat’ or ‘photographic’ terms—and the sculptural object.

These themes are present in Warhol’s own most explicit statement on sculpture, which both echoes a sense of him acting from behind a veil and the potential of sculpture to lift it. It occurs in The Philosophy of Andy Warhol: From A to B and Back Again (much of which was ghosted by either Pat Hackett or Bob Colacello): ‘My favourite piece of sculpture is a solid wall with a hole in it to frame the space on the other side.’6 For a study that puts sculpture first, it is not a great start. Here sculpture is essentially demoted, made to defer to the status of the image and the ‘terms’ in which Makos recognises that Warhol thought. Yet this ‘wall with a hole in it’ is, nonetheless, one that suits our purposes: Warhol’s sculpture is a glory hole which offers access back to the space where he stands, a portrait of Warhol which would otherwise be hidden and which entails a certain trespass onto a secluded space.

In the formulation ‘Warhol, sculptor’ we therefore already have a picture, a portrait, of Warhol himself that reaches beyond the
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