
GRS: Is Pop Art American? T 
RL : Everybody has called Pop Art "American" painting, but it's actually industrial paintin 

America was hit by industrialism and capitalism harder and sooner and its values seem g. . . more 
askew .... I thmk the meanmg of my work is that it's industrial it's what all the world w1·11 . ' soon 
become. Europe will be the same way, soon, so it won't be American; it will be universal. 

ANDY WARHOL 

Warhol in His Own Words: Statements (1963-87) 

If you want to know all about Andy Warhol, just look at the surface: of my paintings and 
films and me, and there I am. There's nothing behind it. 1 

I see everything that way, the surface of things, a kind of mental Braille. I just pass my hands 
over the surface of things . 2 

The reason I'm painting this way is that I want to be a machine, and I feel that whatever I do 
and do machine-like is what I want to do. 3 

I like boring things. I like things to be exactly the same over and over again.4 

I've been quoted a lot as saying, "I like boring things." Well, I said it and I meant it. But that 
doesn't mean I'm not bored by them. Of course, what I think is boring must not be the same 
as what other people think is, since I could never stand to watch all the most popular action 
shows on TV, because they're essentially the same plots and the same shots and the same cuts 
over and over again. Apparently, most people love watching the same basic thing, as long as 
the details are different. But I'm just the opposite: ifl'm going to sit and watch the same thing 
I saw the night before, I don't want it to be essentially the same-I want it to be exactly the 
same. Because the more you look at the same exact thing, the more the meaning goes away, 
and the better and emptier you feel. 5 

. * Andy Warhol, _excerpts from "W~rhol in His Own Words," untitled statements (1963- 87) selected by Neil 
Prmtz and collected m Kynaston McShme, ed., Andy Warhol: A Retrospective (New York and Boston: Museum of 
Modern Art and Bullfinch Press/Little Brown, 1989), 457-67. By permission of Neil Printz the Andy Warhol 
Foundation for the Visual Arts, and The Museum of Modern Art, New York. © 2012 Andy Warhol Foundation 
for the Visual Arts/Artists Rights Society (ARS), New York. Excerpts from Exposures by Andy Warhol, © 1979 
Andy Warh?l Books, and excerpts from America by Andy Warhol, © 1985 Andy Warhol, both used by permission 
of T he Wylie Agency LLC. 

r. Gretchen Berg, "Andy: My True Story," Los Angeles Free Press (17 M arch 1967), 3. R eprinted from East Vil-
lage Other. 

2. Ibid. 
3 • G. R. Swen~on, "What Is Pop Art? i:nswers from 8 Painters, Part I," A rt News 62, no. 7 (November 1963): 26. 
4, Read by Nicholas Love at Memorial Mass for Andy Warhol, St. Patrick's Cathedral, N ew York I April 

1987. ' 
5, Andy Warhol and Pat Hackett, POPism: The Warhol '6os (New York: Harcourt Brace Jovanovich, 198o), 50. 
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Andy Warhol, Invisible Sculpture at Area, N ew York, 
1985. Art© 2012 Andy Warhol Foundation for the 
Visual Arts/Artists Rights Society (ARS), N ew York. 
Photo © PATRICK MCMULLAN/PatrickMcMullan.com 

I think of myself as an American artist: I like it here. I think it's so great. It's fantastic. I'd like 
to work in Europe but I wouldn't do the same things. I'd do different things. I feel I represent 
the U.S. in my art but I'm not a social critic. I just paint those objects in my paintings because 
those are the things I know best. I'm not trying to criticize the U.S. in any way, not trying 
to show up any ugliness at all. I'm just a pure artist, I guess. But I can't say if I take myself 

seriously as an artist. I just hadn't thought about it. I don't know how they consider me in 

print, though. 6 

I adore America and these are some comments on it. My image [Storm Door, 1960] is a state­
ment of the symbols of the harsh, impersonal products and brash materialistic objects on which 
America is built today. It is a projection of everything that can be bought and sold, the prac­

tical but impermanent symbols that sustain us.
7 

What's great about this country is that America started the tradition where the richest consum­
ers buy essentially the same things as the poorest. You can be watching TV and see Coca- Cola, 
and you can know that the President drinks Coke, Liz Taylor drinks Coke, and just think, you 
can drink Coke, too. A Coke is a Coke and no amount of money can get you a better Coke 
than the one the bum on the corner is drinking. All the Cokes are the same and all the Cokes 
are good. Liz Taylor knows it, the President knows it, the bum knows it, and you know it. 

8 

6. Berg, "Andy: My True Story," 3. 
7. "New Talent U.S.A.," A rt in A merica 50, no. I (1960): 42. 
8. Andy Warhol, The Philosophy of Andy Warhol (From A to Band Back Again) (New York: Harcourt Brace Jo-

vanovich 1975), 100- 101. 
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Someone said that Brecht wanted everybody to think alike. I want everybody to think alike 
But Brecht wanted to do it through Communism, in a way. R ussia is doing it under govern~ 
ment. It's happening here all by itself without being under a strict government; so if it's work­
ing without trying, why can't it work without being Communist? Everybody looks alike and 
acts alike, and we're getting more and more that way.9 

Business art is the step that comes after Art. I started as a commercial artist, and I want to 
fini_sh as a business artist. After I did the thing called "art" or whatever it's called, I went into 
busmess art. I wanted to be an Art Businessman or a Business Artist. Being good in business is 
the most fascinating kind of art. During the hippie era people put down the idea ofbusiness­
they' d say "Money is bad," and "Working is bad," but making money is art and working is 
art and good business is the best art. 10 

When I h~ve ~o think ab~ut ~t, I know the picture is wrong. And sizing is a form of thinking, 
and colonng is too. My mstmct about painting says, "If you don't think about it, it's right." 
As soon as you have to decide and choose, it's wrong. And the more you decide about, the 
more wrong it gets. Some people, they paint abstract, so they sit there thinking about it be­
cause their thinking makes them feel they're doing something. But my thinking never makes 
~e feel I'm doing anything. Leonardo da Vinci used to convince his patrons that his thinking 
time was worth something- worth even more than his painting time- and that may have 

been true for him, but I know that my thinking time isn't worth anything. I only expect to 
get paid for my "doing" time.11 

I still care about people but it would be so much easier not to care. I don't want to get too 
close: I don't like to touch things, that's why my work is so distant from myself.12 

If everybody's not a beauty, then nobody is. 13 

In the future everybody will be world famous for fifteen minutes. 14 

I don't feel I'm representing the main sex symbols of our time in some of my pictures, such 
as Marilyn Monroe or Elizabeth Taylor. I just see Monroe as just another person. As for 
whether it's symbolical to paint Monroe in such violent colors: it's beauty, and she's beautiful 
and if something's beautiful it's pretty colors, that's all. Or something. The Monroe picture 

9. Swenson, "What Is Pop Art?" 26. 
ro. Philosophy of A ndy Warhol, 92 . 
II. Ibid., 149, 

12. R ead by Nicholas Love (r April 1987). 
13 . Philosophy of Andy Warhol, 62. 

r4. Andy Warhol, Kasper Konig, K. G. Pontus Hulten, and Olle Granath, eds., Andy Warhol (Stockholm: 
Moderna Museet, 1968), n.p. 
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· fa death series I was doing of people who had died by different ways. T here was s part o ' . . . . . . ~ fou nd reason for doing a death senes, no v1ct1ms of their time, there was no reason for 
po pro 1s 

. 1·t all 1· ust a surface reason. d~ng , 

b · ni'ng the " death series":] I guess it was the big plane crash picture, the front page 10n egm . . . . 
Paper· 129 die I was also paintmg the Marilyns. I realized that everythmg I was of a news • · . . . 

• must have been Death. It was C hristmas or Labor Day- a holiday- and every time 
domg · · " ·11· · d' " T h t t t d d n the radio they said somethmg hke 4 m1 10n are gomg to 1e. a s ar e you turne o . . ' 16 
it. But when you see a gruesome picture over and over agam, 1t doesn t really have any effect. 

0 aking Brillo boxes:] I did all the [Campbell's soup] cans in a row on a canvas, and then 

~ g:t: box made to do them on a box, and then it looked f~nny because it d_idn't look real. I 
have one of the boxes here. I did the cans on the box, but 1t came out lookmg fun~y. I had 
the boxes already made up. They were brown and looked just like boxes, so I thought 1t would 
be great just to do an ordinary box.17 

The farther west we drove [to California, fa ll 1963], the more Pop everything looked on the 
highways. Suddenly we all felt like insiders because even though Pop was everywhere-that 
was the thing about it, most people still took it for granted, whereas we were dazzled by 
it- to us, it was the new Art. Once you "got" Pop, you could never see a sign the sa~e way 

I. And once you thought Pop you could never see America the same way agam. The aga n. . , . 
moment you label something, you take a step-I mean, you can never go back agam to s~e­
ing it unlabeled. We were seeing the future and we knew it for sure. We saw_ people walkmg 
around in it without knowing it, because they were still thinking in the past, m the references 
of the past. But all you had to do was know you were in the future, and that's what put you 

· · 18 there. The mystery was gone, but the amazement was JUSt startmg. 

The Pop artists did images that anybody walking down Broadway co~ld rec~gnize in a split 
second-comics, picnic tables, men's trousers, celebrities, shower curtams, refrigerators, Coke 
bottles-all the great modern things that the Abstract Expressionists tried so hard not to 
notice at all .19 

When you think about it, department stores are kind oflike museums. 20 

15 . Berg, "Andy: My True Story," 3. 
16. Swenson, "What Is Pop Art?" 60. 
17. Glenn O 'Brien, "Interview: Andy Warhol," High Times 24 (August 1977): 34. 
18. POPism, 39- 40. 
19. Ibid., 3. 
20. Andy Warhol, America (New York: Harper and Row, 1985), 22. 
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T he best atmosphere I can think of is fi lm, because it's three- dimensional physically and 
two- dimensional emotionally. 21 

All my fi lms are artificial, but then everything is sort of artificial. I don't know where 11 ic 

artificial stops and the real star ts. 22 

What we'd had to offer- originally, I mean- was a new, freer content and a look at real 
people, and even though our films weren't technically polished, right up through '76 the 
underground was one of the only places people could hear about forbidden subjects and see 
realistic scenes of modern life. 23 

I think movies should appeal to prurient interests. I mean , the way things are going now­
people are alienated from one another. Movies should- uh-arouse you. Hollywood films 
are just planned- out commercials. Blue Movie was real. But it wasn't done as pornography­
it was an exercise, an experiment. But I really do think movies should arouse you, should get 
you excited about people, should be prurient. 24 

Before I was shot, I always thought that I was more half- there than all- there- I always sus­
pected that I was watching TV instead of living life . People sometimes say the way things 
happen in movies is unreal, but actually it 's the way things happen to you in life that's unreal. 
The movies make emotions look so strong and real, whereas when things really do happen 
to you , it's like watching television- you don't feel anything. Right when I was being shot 
and ever since, I knew that I was watching television. The channels switch, but it's all televi­
sion. When you're really involved with something, you're usually thinking about something 
else. When something's happening, you fantasize about other things. When I woke up 
somewhere-I didn't know it was at the hospital and that Bobby Kennedy had been shot the 
day after I was- I heard fantasy words about thousands of people being in St. Patrick's Ca­
thedral praying and carrying on, and then I heard the word "Kennedy" and that brought me 
back to the television world again because then I realized , well , here I was, in pain.25 

The acquisition of my tape recorder really finished whatever emotional life I might have had, 
but I was glad to see it go. Nothing was ever a problem again, because a problem just meant 
a good tape, and when a problem transforms itself into a good tape it's not a problem any 
more. An interesting problem was an interesting tape. Everybody knew that and performed 
for the tape. You couldn't tell which problems were real and which problems were exagger­
ated for the tape. Better yet, the people telling you the problems couldn't decide any more if 
they were really having the problems or if they were just performing. During the 6os, I think, 

2 1. Philosophy ef A ndy Wa rhol, 160. 

22. R ead by Nicholas Love (r April 1987). 
23. POPism, 280. 
24. Letitia Kent, "Andy Warhol , Movieman: 'It 's Hard to Be Your Own Script,'" Vogue 155 (March 1970): 204. 
25. Philosophy ef Andy Warhol, 91. 
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c got what emotions were supposed to be. And I don't think they've ever rememhered. · 
, pk 1or . · k f h 

peO. k I t once you see emotions from a certain angle you can never thm o t em as real 
I rht n t ia 26 

. I hat's what more or less has happened to me. 
ap?l ll -

. 1·ke itting in those Ford machines at the World's Fair that toured around while 
· 1 1terv1ews are 1 s . . 

1 ke a commentary. I always feel that my words are coming from behind me, not 
omeone spo d I' ll 5 T he interviewer should just tell me the words he wants me to say an repeat 

fro t11 me. · ' h ' k f 
fi h ·m I think that would be so great because I'm so empty I JUSt cant t in o 

thern a ter 1 . 
. t 27 anythmg o say. 

d 
then someone would accuse me of being evil-ofletting people destroy themselves 

Now an d ' h. k f If 
while I watched, just so I could film them and tape record them. But I on t ~ in o 1:1yse 

•l- just realistic. I learned when I was little that whenever I got aggressive and tned to 
as el v1 what to do nothing happened- I just couldn't carry it off. I learned that you 
tel someone , · 1 

11 ha
ve more power when you shut up, because at least that way people w1l start to 

actua Y d · b £ 
maybe doubt themselves . When people are ready to, they change. T hey never o it e or_e 

h 
and sometimes they die before they get around to it. You can't make them change if 

t en, , h 28 
they don't want to, just like when they do want to, you cant stop t em. 

A lot of people thought it was me everyone at the Factory was hanging around, that _I was 
some kind of big attraction that everyone came to see, but that's absolutely backward: ~t was 

who was hanging around everyone else. I just paid the rent, and the crowds came simply 

b
me the door was open. People weren't particularly interested in seeing me, they were 

ecause 29 
interested in seeing each other. They came to see who came. 

You really have Social Disease when you m ake all play work. T he only reason to play hard 

is to work hard, not the other way around like most people think.
30 

I suppose I have a really loose interpretation of "work," because I thi_nk_ that j_ust b~ing alive 
is so much work at something you don't always want to do. Being born 1s hke being k1dnap~ed. 
And then sold into slavery. People are working every minute. T he machinery is always going. 

Even when you sleep. 31 

W hen I die I don't want to leave any leftovers. I'd like to disappear. People :Wo~ldn't say he 
died today, they' d say he disappeared. But I do like the idea of people turning into dust or 

26 . Ibid., 26- 27. 
27 . Berg, "Andy: My True Story," 3. 

28. POPis111 , 108 . 

~ ~: ~!~; ~~rhol 's Exposures (New York: Andy Warhol Books/Grosset and Dunlap, 1979) , 19. 

3 r. Philosophy of A ndy Warhol, 96. 

M ATERIAL CULTURE AND EV ERYDAY LIF E 395 

\ 

' 
I 



I, --

~ . 1 d h moved you down the conveyor belt. The painting is like a 
. hort ume a rea y ave . 

sand, and it would be very glamorous to be reincarnated as a big ring on Elizabeth Tay\o in a s . d f the idea to the other side of society. . 
finger. 32 ;ifice from my st e o h. with the aid of a companion like an IBM machme. 

I never understood why when you died, you didn't just vanish, and everything could just k 
going the way it was only you just wouldn't be there. I always thought I'd like my own to 
stone to be blank. No epitaph, and no name. Well, actually, I'd like it to say "figment."33 

JAMES ROSENQUIST The F-1II: An Interview with G. R . Swenson (196s) 

G. R. SWENSON: What is the F-rn? 

JAMES ROSENQUIST: It is the newest, latest fighter-bomber at this time, 1965. This first 
of its type cost many million dollars. People are planning their lives through work on this 
bomber, in Texas or Long Island. A man has a contract from the company making the bomber, 
and he plans his third automobile and his fifth child because he is a technician and has work 

for the next couple of years. Then the original idea is expanded, another thing is invented; 
and the plane already seems obsolete. The prime force of this thing has been to keep people 
working, an economic tool; but behind it, this is a war machine. 

GRS : What about the man who makes the F-rn? 

JR : He is just misguided. Masses of people are being snagged into a life and then continue 
that life, being enticed a little bit more and a little bit more in the wrong direction. 

GRS: What have you tried to do in this painting? 
JR: I think of it like a beam at the airport. A man in an airplane approaching a beam at 

the airport, he may fly twenty or thirty miles laterally, out of the exact way, but he continues 
to be on the beam. As he approaches closer to what he wants, or to the airport, he can be less 
divergent because the beam is a little narrower, maybe only one or two miles out of the way, 
and less and less until when he gets right on it; then he'll be there. 

The ambience of the painting is involved with people who are all going toward a 
similar thing. All the ideas in the whole picture are very divergent, but I think they all seem 
to go toward some basic meaning. T hey're divergent so it's allowable to have orange spaghetti, 
cake, light bulbs, flowers ... . 

GRS: Going toward what? 

JR : Some blinding light, like a bug hitting a light bulb. 

I think of the picture as being shoveled into a boiler. The picture is my personal 
reaction as an inc;lividual to the heavy ideas of mass media and communication and to other 
ideas that affect artists. I gather myself up to do something in a specific time, to produce 

something that could be exposed as a human idea of the extreme acceleration offeelings. The 
way technology appears to me now is that to take a stance-in a painting, for example-on 
some human qualities seems to be taking a stance on a conveyor belt: the minute you take a 

position on a question or on an idea, then the acceleration of technology, plus other things, 

32. Read by Nicholas Love (1 April 1987). 
33 . America, 128- 29. 
* G. R . Swenson, excerpts from "The F- II1: An Interview with James Rosenquist," in Partisan R eview 32, no. 

4 (Autumn 1965): 589-6<:n. By permission of James Rosenquist/Licensed by VAGA, New York, NY. 
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I can only hope to gras~ t mgs h IBM machine· and myself and it, this extreme 
to inject the humamty mto t e ' 

ould try 
ould go forward. . 

1, w d hin s in spite of my own fallacies. . 
I hope to o t _g . . . . n eo le like digits and massing them m schools 
If a company or ~ns_utution ~sdusi g f ~ inventions, I react to that and try to pose 

d appreciating new i eas an ne 1 b 
learning towar . fh 'ty again So this picture is partial, incomp ete may e, 

think m terms o umam · · d b d · ut 
Problem to . . h b ·1 The style I use was game y omg o -

I xpendmg mto t e 01 er. . . . . 1 
ut a fragment am e d c I ld My techniques for me are still anu-sty e. 

. 1 work as hard an as iast as cou . . b 
:oor commercia h . ·111 ok like when I want it finished-in etween 

. dea what I want to do, w at it wi o 
'have ant 

just a h!ho:n\~ty ~~;::~osenquist style is very precise, ma~be_ they j~st know that r~n:: 
. is oin out of style. Ways of accomphshmg things are exten e_ 

ing style as they ~no~ it bl~ g laces Billboard painting techniques are much like Mexican 
different generations m o ique p . 

muralist techniques. d fi lls of a room in a gallery. My idea was to make 
T he "F-ur" was enclose tin ~u\;:r instead of showing single pictures with wall 

an extension of wa~s of showing ar l' f ~ thi: picture because it did seal up all the walls, I 
space that usually gives your eye a re ie ~ n fi th p:rson's eye in the whole room instead 
could set the dial and put in the stops~~ kr~sts or m;ty space. You couldn't shut it out, so I 
of allowing the eye to wander and t m m an e 

could set the rests. 

GRS: Put in relief? . , l fi lt s a relief. Or the one empty wall 
Such as a light sky-blue area, which I ve a ways e a 

JR: 

space with the missing canvas. . that is the wall wherever it was 
. . 1 was JUSt to expose nature, , 

At first the missing pane d d h t f the space wherever it was ex-
f ld be exten e t e res o 

hung; and from there o course wou b b here the only area left on the walls 
h · · as a cu e or a ox w 

hibited. In the gallery t e pamtm~ w l d h ng a plexiglass panel over it: you would 
was the "missing" panel. At one time I p anne to a 

look through it and still be exposed to t~de walfl.f. . . ts of vision being sold, incompleted 
h · s an 1 ea o ragmen 

Originally t e picture wa . h . With one of them on your wall, 
b fift ne panels m t e picture. 

fragments; there were a out I y-o . . plete and therefore romantic. That 
- f t lgia that it was mcom 

you could feel something o a nos a , . buying a recording of the time 
. 'd f h now collecting, a person 

has to do with the i ea o t e man f h' t e from a building on Sixth Avenue 
11 • l'k f agment o arc itec ur 

or history. He could co ect it i e a r t 1 t in the near future may be just a 
S h f ment even now or a eas 

and Fifty-second treet; t e rag . . d . . ht have been a fancy cornice or 
vacant aluminum panel whereas in an earlier per10 it mig 

something seemingly more human. fr. . d down Sixth Avenue, the traffic 
t hed tra 11c gomg up an 

Years ago when a man wa c . 1 ti·on to the speed on the avenue. 
h ld b a pulsing muscu ar mo 

would be horses and t ere wou e , h f . ement· and that idea of nature . r r a fl.as o static mov , 
Now what he sees may be JUSt a g imme ' 'd f h t art may become, like a fragment of 

fi ow a strange i ea o w a 
brings a strange, or me even n '. 1 I t d to relate the idea of the new man, 

h . h . . t aluminum pane . . . . wan e 
this painting w ic isJUS an . h ' . t' It would be to give the idea to 

· t thmgs to t is pam mg. 
the new person who apprecia es . . '0 iece of this painting would have been a frag-
people of collecting fragments of vision. ne p 
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