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Nixon's resignation. Everybody everywhere was very sensitive. I am glad I have witnessed 
that. 

FM: The context may have been more difficult or different but do you think th • 
' ere 1s such a thing as female art and male art? 

LB: Yes. I do feel that there is. Because, as I said, it's one of the recognizable movements 

~~man art~sts have focused on femaleness as subject matter, so I think in that sense certain}; 
1t 1s recogmzable, as to say something essentially abstract, looks more male or female, I think 

all that really depends on our culture, on our associations. How we are going to group it 
finally, we don't know enough about psychology to say of a body whether it is male or female 
in terms of physicality, or whether it is male or female in terms of psychology, maybe we will 

never know enough to say so. I think that's what art is about, describing those areas offeelin s 
that have to do with bodily sensations, bodily feelings but it's also a total response, all art ~s 
about total responses. I get back to that sweetness and sourness; you can't measure essences 
nor can you measure femaleness or maleness; you can structurally identify it, but you can't 
measure it, so in that sense we will never know enough about it, we will only say someda 
that this was an era in terms of focus of femaleness so this was an era in terms of idea whe: 

the feminist movement was structurally in the society. It functioned in one way and the art 

world only mimics the society. I don't wish to separate myself from it, I don't wish necessar­
ily to be a part of it, but I am a part of it whether I want it or not. 

FM: How long did you do the soft knots before you did the metallized ones? 

LB: I think about a year and a half but I had applied sparkling metal flakes to them, so it 
naturally moved me into thinking about a metallic finish and then in Portland, I met some­

one who had actually done metallizing on the surface of wood and said that there were metal 
guns that could actually spray the wood, so I decided to see if I could not find someone that 
had that kind of equipment and to try to metallize the cloth since he had mentioned you 

could even metallize a rose bud, I love the idea of something alive and organic being metal­
lized. This was in '72 or '73. In Los Angeles I found someone who was metallizing. We rented 
the gun because they had never used one. Since then, I realized that these guns existed ev­
erywhere. They were used to reinforce machinery after it has been worn down. It was also 
used decoratively around 15 years ago. 

FM: When you were doing your polyurethane and latex pieces people have talked about 
Pollock, when you did the soft knots people have talked about Oldenburg. How do you feel 
about that now? 

LB : Well, I was very aware of the connections. There are always connections in art in 
order to explain one image and its relationship to the other so it did not bother me that much 

because Pollock was rooted in a different kind of tradition with subject matter and Oldenburg 
was also rooted in a different kind of tradition with subject matter. They were trying to do 
different things and their image came about in a certain way and my image came about in a 

certain way, it could be related in a certain way in terms of writing and criticism as such, 
people have to do that in order to have an understanding of the culture . . .. 

FM: What do you feel about art and politics? You don't think art is political in its essence? 
LB : I don't think art in its essence is political, it can be used for propaganda purposes, if 

it's geared that way, of course, but it can be political if it's directed that way. It is used for 
political purposes not only because one can make political statements (essence wise) but be­

cause it functions at that cultural economic level. It can function politically in two different 
ways: economically as well as subj ect matter wise. 
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FM: What about your collaboration with Robert Morris? 

LB : We had done a video piece together, I think that was the beginning of the exchange. 
It was called Exchange. Perhaps we approached each other as individual artists with different 
interests, he has a tendency to try to get to know what each artist does . I think he is a great 
eclectic and he is very good. He had been involved with his theatre performances with some 
of the things I was interested in. You might say I saw him coming, he really interested me 
for his past work so it was with that in mind that I became involved with him in these ex­

changes so to speak, but we did a lot of talking about art and different things that were going 
on, fantasizing about things we could do, or would do. The ARTFORUM ad was in a way a 
kind of mocking of both sexes and I could have done it with a male. I started thinking about 
it and I did photograph myself in the nude with someone in Venice. Later Morris came with 

me to buy the dildo and we had different poses but he had been involved with playing with 
me, involved }'Vith taking photographs of himself in different poses in polaroid and I had him 
play with me with the dildo, so there was a question of maybe doing a large pin-up male and 

female in that way, mocking, then finally the dildo was a kind of double statement it was the 
ideal thing to use, it was both male and female so I didn't really need a male and it was a 
statement I really wanted to make finally by myself. I was encouraged to do it by Pincus­

Witten and by Morris. They kind of gave me permission and I paid $3 ,_000.00 for the space. 
I don't think you do anything in this world without say the permission. 

FM : Do you feel like adding anything? 
LB: I could say something about the metals, the ideas of the metals, that I was attracted 

to them because of notions of energy that the metals have and the quality like muskrat you 
are attracted by something that shines and also the fact of our resources, it was kind of a funny 

thing to be involyed with, if I could have casted in gold or silver I would have and it just 
interested me to cast in things that were culturally important, in other words, they melted 
bronze as in times of war and till, somehow, these things are so useful to us, just as I was at­

tracted to things that had no use say flimsy, decorative and then I began wanting to go from 
the sleazily decorative (the early sparkled knots) to something that appeared to be more frozen 
and solid in form and more permanent, but it's only a mock idea of permanence because 

bronze can be melted in times of war. So I am not really involved with notions of permanence 
only in form and content. I have been criticized for that notion of permanence or not, envi­
ronments or not environments, artists are criticized for this ... . 

MIERLE LADERMAN UKELES Maintenance Art Manifesto (1969) 

I. Ideas: 

A. T he Death Instinct and the Life Instinct: 

The Death Instinct: separation, individuality, Avant-Garde par excellence; to fol­
low one's own path to death- do your own thing, dynamic change. 

The Life Instinct: unification, the eternal return, the perpetuation and MAINTE­

NANCE of the species , survival systems and operations, equilibrium. 

* Mierle Laderman Ukeles, excerpt from "Maintenance Art Manifesto" (1969}; published in Lucy R . Lippard, 
ed., Six Years: The Dematerializ ation ef the Art Object from 1966 to 1972 (1973; Berkeley: University of California 
Press, 1997), 220-21. © 1969 Mierle Laderman Ukeles, courtesy Ronald Feldman Fine Arts, New York. 
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"I MAKE MAINTENANCE ART ONE HOUR EVERY DAY" 
55 Wa t er Street , N. Y. C. / Downt own Whitney 

(excerpts from a letter distributed to 300 maintenance workers) 

Dear Friend Worker: 
I want to invite you to join with me in creating a living Maintenance A 

This art work will take place all throughout the 55 Water Street Buildin f rt work. 
ber l6 to October 20, 1976. Y~ •\.loiervi -...1 r h<l.V· lread OK ' . i It g rom Septam. 
exhibition during this time at the Whitney Muse,,;-;;n the~ n~ fi;; ~f thei: ~aldrit of an 
called "ART ~ WORLD". u ng 

I am a maintenance artist. My work is called Maintenance Art works I 
•artistic freedom" to call "maintenance" -- the work that you do and ;h use my 
do -- •art." Part of the time I do~ maintenance at home t~kin ca;ew~~k that I 
ily; and part of the time I do~ maintenance in museums and gali eries t my fam­
people my ideas. Like this Maintenance Art work I'm writing you about now. o show 

I want people to know about and to see the kinds of jobs you do B 
whole huge building NEEDS your work. Your work keeps this building doi:;a~:t:his 
work, the whole building would not work. Then all the people who do offid~ workout Your 
bank work and business work etc. couldn't continue their jobs here. In a wa and 
your daily support work that keeps this whole building up just as much tyh, it is 
and marble and glass. as e steel 

Your part is very easy. It will not take one minute of extra tim 
will not have to do anything different from the way you always do. Reeai°{y,ef;:r;/;l[ou 
take place inside your head -- in your imagination. 

This is how it goes: It's like a game you play with me. I ask ou to take 
~f art for yourself! Pick one hour each day, any working hour, during all the :y idea 

rom Sept. l6 to Oct. 20 (5 weeks) and think durin•. oge hwur that our sam:ys 
~ar work is Al,:J;.. You do not have to tell anyone about it while you do iI or regu-

f you want to - - that is your business. You continue to do your work as 'usua iou can 
imagine in your h ead that your regular work from, say for exampl e, 9 to 10 is A~~-just 

time;ar": Oa;in: J;.°;l \o do thaft. Also, at the end of every day, when you punch your 
, eave a orm paper for you to sign -- very simple .. you write 

~~ur name and the hour when you chose to do maintenance art that day, what kind of j b 
~r example, fioor washing, window cleaning, elevator repair, dusting security etco) 

an any comments you might want to share. I will pick these forms u ' ' ' 
them in the museum on the 2nd fioor so visitors can look at them P every day and put 

Two more things. 1) I have a button to give you to please .,"ear everyday on 
uniform, so people in the building and visitors to the museum will , your 
this Maintenance Art work with me. 2 ) I will be in the building eve~no: yo~ r~ doing 
5 weeks, going around and taking same photographs of all the differe~t ayi ~r ng these 
~~c~ritihw~rk. I wiill show these photographs in the museum so visitors ::nng:~a:~ei~:= 

or er own maginations -- of how much human lab i i 
~a~o:~: :~~:!r~oy:e;p th;s bubilding going in the world~ryo:rg;o~i.

0

~ :~~~~db~:::re;~;.' 
u wor -- ut you'll get used to seeing me around. ' 

Please help! Everybody is cooperating: 
l. choose any one hour for imagining your regular work 

a e Ar~ . • . . . • .DAILY 
2, wear your button • 
3 . sign your forms .•• 
4, I'll take my pictures 

,DAILY 
.DAILY 
• DAILY 

Together, we'll make a true picture of 55 water Street, New York City. 

Mierle Laderman Ukeles 

MAINTENANCE ART SAYING; 

If you don't know who's keeping you up 
You don't know what's fiying. 

Mi~rle Laderman Ukeles, I Make Maintenance Art One Hour Every Day, from a letter distributed to 300 

mamtenance workers, 1976. © Mierle Laderman Ukeles. Courtesy of the artist. 
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B. Two basic systems: Development and Maintenance. The sourball of every revolu- . 
tion: after the revolution, who's going to pick up the garbage on Monday morning? 

Development: pure individual creation; the new change; progress, advance excite­

ment, flight or fleeing. 

Maintenance: keep the dust off the pure individual creation; preserve the new; 
sustain the change; protect progress; defend and prolong the advance; renew the 

excitement; repeat the flight. 

show your work- show it again 
keep the contemporaryartmuseum groovy 

keep the home fires burning 

' Development systems are partial feedback systems with major room for change. 1 
, Maintenance -sY,stems are direct feedback systems with little room for change. 

C . Maintenance is a drag; it takes all the fucking time (lit.) The mind boggles and 
chafes at the boredom. The culture confers lousy status on maintenance jobs­

minimum wages, housewives- no pay. 

clean your desk, wash the dishes, clean the floor, wash your clothes, wash your 
toes, change the baby's diaper, finish the report, correct the typos, mend the fence, 
keep the customer happy, throw out the stinking garbage, watch out don't put 
things in your nose, what shall I wear, I have no sox, pay your bills, don't litter, 
save string, wash your hair, change the sheets, go to the store, I'm out of perfume, 
say it again- he doesn't understand, seal it again-it leaks, go to work, this art is 

dusty, clear the table, call him again, flush the toilet, stay young. 

D. Art: 
Everything I say is Art is Art. Everything I do is Art is Art. "We have no Art, we ,{;( 

do everything well." (Balinese saying) 

Avant-garde art, which claims utter development, is infected by strains of mainte­

nance ideas, maintenance activities, and maintenance materials. 

Conceptual & Process art especially claim pure development and change, yet em­

ploy almost purely maintenance modes and processes . 

E. Exhibitions of Maintenance Art: zero in on pure maintenance, offer it as contem-

porary art, and yield ............... CLARITY. 

Sanitation Manifesto! (1984) 

Sanitation is the working out of the human design to accept, confront, manage, control, even 

use DECAY in urban life. 
Sanitation, face it, is the perfect model of the inherent restrictiveness imposed by living 

inside our corporeal bodies, via material "necessity," in urban civilization (and its discontents), 

in finite planetary "reality." 
We are, all of us whether we desire it or not, in relation to Sanitation, implicated, depen-

dent-if we want the City, and ourselves, to last more than a few days. I am-along with 

* Mierle Laderman Ukeles, "Sanitation Manifesto!" (1984); published in The Act 2, no. 1 (Winter-Spring 1990): 
84- 85. © 1984 Mierle Laderman Ukeles, courtesy Ronald Feldman Fine Arts, New York. 

PROCESS 735 



every other citizen who lives, works, visits or passes through this space- a co-prod ~ 
S . . , k d 11 fS . . , k d ucer of amtatlon s wor -pro uct, as we as a customer o amtat10n s wor . In a dition, because h· 
is a thoroughly public system, I-we- are all co-owners-we have a right to a say in all thi ~s 
are, each and all, bound to Sanitation, to restrictiveness. s. ~ 

Now, if that is true, how does that inextricable bond impinge on my commitment to A 
in democracy as the primary system articulating the forms of (individual) freedom? What ha r~ 
pens to the inherently "free" artist in a most mundane inherently restrictive public Wo~k1 
system? Obversely, what happens to the notion of freedom and limitless value of a "public· 
service" sanitation worker in this "free" society? How do these extremes relate? The contex­
tual edges, boundaries and limits of each conflicting field-structure-free-art and soc· 1 la -
necessity-shape, frame and ultimately define each other, in tension. 

Sanitation is the principal symbol of Time's passage and the mutable value of materialit • 
in organized urban life. y 

Sanitation, as an environmental energy system, is trapped in a miasma of essentially p·re­
democratic perceptions. The public generally doesn't "see" beyond the tip of its nose- or see 
where we put our waste, or see what we do or should do with it, or see what choices we have 
about managing our waste. Waste is our immediate unwanted past. Do we "conserve" its 
energy through transformation, or do we drown in it? We are facing an environmental crisis, 
because we are running out of space to put it "away." To begin to accept as "ours" the dif­
ficult social task of dealing with "our" waste at the highest, not the most mediocre, level of 
intelligence and creativity in reality, in all its effulgent scale here, people need to understand 
how they connect one to the other across our society, in all its scale. We need holistic inter­
connected perceptual models of how we connect and how we add up. 

As a first step, we certainly need to peel away and separate ourselves from the ancient, 
transcultural alienating notion and aura of the caste-stigma of waste-worker, of "garbage­
man," which has always translated, trickily, into "their" waste, not "ours"; they're "dirty," 
we're "clean." 

Sanitation is the City's first cultural system, not its displaced-housekeeper caste-system. To 
do Sanitation is to husband the City as home. I think it can serve as a model for democratic 
imagination, as follows: 

Sanitation serves everyone; it starts from that premise: it accepts that everyone must be served 
in a democracy, and the City must be maintained in working works everywhere, no matter what 
socioeconomic "culture." Sanitation works all the time, through all seasons, no matter what 
the weather conditions. Sanitation is totally inter-dependent with its public: locked in- the server and 
the served. Sanitation, in democracy, implies the possibility of a public-social-contract operating 
laterally, not upstairs- downstairs, but equally between the servers and the served. This is ac­
complished at totality of scale; yet it deals on an incremental basis (house to house, bag to 
bag), and it cuts across all differences. Out of these most humble circumstances, we can begin 
to erect a democratic symbol of commonality. 

I believe we do share a common symbol system: we are all free citizens of this City. We all 
(should) have equal rights. We all share responsibility for keeping the City alive. We are in­
herently INTER- DEPENDENT: that is the essence of living IN a City. That is simply a basic 
commonality; it does not deny each citizen's individuality, nor diminish the inestimable value 
of each living being. Rather it sets each of us in a CONTEXT of inter-dependence. We're in 
this together. Just as by law, we can't ship our garbage OUT, but have to deal with it IN our 
common "home" manage it so it doesn't destroy us, we too, all together, have to work our indi­
vidual freedom out without destroying each other. 
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Now, here is the intersection between Sanitation as the symbol of inter-dependent reality 

wi th free ar t: 

WORKING FREEDOM- THAT'S AN ARTIST'S JOB. 

130NNIE ORA SHERK Crossroads Community (The Farm) (1977) 

It seems that some clues to our possible, positive survival as a species can be found by involv­
ing ourselves in the human creative process (art) and by re-examining our place as human 
creatures in relation to other life forms, and by understanding and communicating with those 
life systems and forms in a more sensitive and conscious way. Very generally, people of our 
civilization tend to be extremely presumptuous and naive about their relationship to the 
universe. Sotp.e symptoms of this adolescence are: racism and sexism; renovating much of the 
earth with concrete and basing our modern lives on confused computer categories and bu­
reaucratic ballgames; insensitivities to native intelligences of plants, animals, and children; 
mass disregard and disrespect for the uniqueness of individuals; bias against feeling states; and 
the overwhelming

1

greed, waste, and territorialism ofhuge numbers of people, corporations, 
and governments. If we are to continue on this planet and grow as conscious beings we must 
attain a more spiritual and ecological balance within ourselves and among larger groups and 

nations. How ca11 we do this? 
Each of us has the potential for discovery and may have solutions for these grave problems. 

If we can learn to trust and share, and relax and flow we will be able to receive the magic 
which surrounds us every moment and which we are. 

In my own life I have strived to understand and act on these issues and qualities which to 
me are connected to the essence ofbeing. I have experienced through art and the observation 
of natural processes the wholeness of life and the interconnectedness of different states of 
being/knowing/loving. 

The creation of art is akin to the spirit and attitude of country in its logic of wholeness and 
process. Everything found in the country is implicit in the city. Urban environments today, 
however, due in part to technological excesses, fragment our spaces and lives so that we have 
difficulty experiencing whole systems. This fragmentation guides us towards the disintegra­
tion of our personalities and the loss of our identities . 

As an artist, I have tried to expand the concept of art to include and even be life, and to 
make visible, connections among different aesthetics, styles, and systems of knowledge. The 
most recent and devotional vehicle for this coming together is a multicultural, agricultural 
collaborative artwork called Crossroads Community (The Farm), or more simply, The Farm. This 
life-scale environmental, performance sculpture, which is also a non-profit public trust, and 
a collage oflocal, State, and Federal sources, exists on a multitude oflevels including cartoon, 

metaphor, contradiction, and action. 
Physically, The Farm is a series of simultaneous community gathering spaces: a farmhouse 

with earthy, funky, and elegant environments; a theatre and rehearsal space for different art 
forms; a school without walls; a library; a darkroom; unusual gardens; an indoor/outdoor 
environment for humans and other animals; and a future cafe, tearoom, and nutrition/heal-

* Bonnie Ora Sherk, "Crossroads Commu nity (The Farm)," position paper for Center for Critical Inquiry, 1st 
International Symposium, San Francisco Art Institute, November 1977. © 1977 Bonnie Ora Sherk. 
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