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I am for the white art of refrigerators and their muscular openings and 
closings. 

I am for the art of rust and mold. I am for the art of hearts, funeral hearts 
or sweetheart hearts, full of nougat. I am for the art of worn meathooks and 
singing barrels of red, white, blue and yellow meat. 

I am for the art of things lost or thrown away, coming home from school. 1 
am for the art of cock-and-ball trees and flying cows and the noise of rectangles 
and squares. I am for the art of crayons and weak grey pencil-lead, and grainy 
wash and sticky oil paint, and the art of windshield wipers and the art of the 
finger on a cold window, on dusty steel or in the bubbles on the sides of a 
bathtub. 

I am for the art of teddy-bears and guns and decapitated rabbits, exploded 
umbrellas, raped beds, chairs with their brown bones broken, burning trees, 
firecracker ends, chicken bones, pigeon bones and boxes with men sleeping in 
them. 

I am for the art of slightly rotten funeral flowers, hung bloody rabbits and 
wrinkly yellow chickens, bass drums & tambourines, and plastic phonographs. 

I am for the art of abandoned boxes, tied like pharaohs. I am for an art of 
watertanks and speeding clouds and flapping shades. 

I am for U.S. Government Inspected Art, Grade A art, Regular Price art, 
Yellow Ripe art, Extra Fancy art, Ready-to-eat art, Best-for-less art, Ready-to
cook art, Fully cleaned art, Spend Less art, Eat Better art, Ham art, pork art, 
chicken art, tomato art, banana art, apple art, turkey art, cake art, cookie art. 

add: 
I am for an art that is combed down, that is hung from each ear, that is laid 

on the lips and under the eyes, that is shaved from the legs, that is brushed 
on the teeth, that is fixed on the thighs, that is slipped on the foot. 

square which becomes blobby 

12 Andy Warhol (1930-1987) Interview with Gene 
Swenson 

Born in Pittsburg, Warhol had moved to New York in 1949. For most of the 1950s he 
was a successful graphic designer, particularly in the field of shoe illustration. In the 
later 1950s he began to exhibit his own drawings, and in 1960 produced his first 
canvases depicting comic strip characters. The canonical repeated Soup Cans, Disas· 
ters, Elvises and Marilyns followed in 1962. Throughout this period of his transition 
from graphic designer to full-blown avant-garde artist Warhol was able to purchase 
works by contemporaries such as Jasper Johns and Frank Stella, as well as by Marcel 
Duchamp. 'Pop Art' became established as the latest vanguard movement in 1962. The 
present interview was initially published as 'What Is Pop Art? Interviews with Eight 
Painters (Part 1)', Art News, New York, November 1963. Reprinted in John Russell and 
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Suzi Gablik (eds.), Pop Art Redefined, London, 1969, pp. 116-19, from which the 
present text is taken. 

AW: 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. Russia is doing it under government. It's happening here all b; 
itself without being under a strict government; so if it's working without 
trying, why can't it work without being Communist? Everybody looks alike 
and acts alike, and we're getting more and more that wav. 
I think everybody should be a machine. -
I think everybody should like everybody. 

Is that what Pop Art is all about? 
AW: Yes. It's liking things. 

And liking things is like being a machine? 
AW: Yes, because you do the same thing every time. You do it over and over 

again. 
And you approve of that? 

AW: Yes, because it's all fantasy. It's hard to be creative and it's also hard not 
to think what you do is creative or hard not to be called creative because 
everybody is always talking about that and individuality. Everybody's always 
being creative. And it's so funny when you say things aren't, like the shoe I 
would draw for an advertisement was called a 'creation' but the drawing of 
it was not. But I guess I believe in both ways. All these people who aren't 
very good should be really good. Everybody is too good now, really. Like, 
how many actors are there? There are millions of actors. They're all pretty 
good. And how many painters are there? Millions of painters and all pretty 
good. How can you say one style is better than another? You ought to be 
able to be an Abstract-Expressionist next week or a Pop artist or a realist 
without feeling you've given up something. I think the artists who aren't ver; 
good should become like everybody else so that people would like things that 
aren't very good. It's already happening. All you have to do is read the 
magazines and the catalogues. It's this style or that style, this or that image 
of man - but that really doesn't make any difference. Some artists get left 
out that way, and why should they? 

Is Pop Art a fad? 

AW: Yes, it's a fad, but I don't see what difference it makes. I just heard a 
~umor that G. quit working, that she's given up art altogether. And everyone 
IS saying how awful it is that A. gave up his style and is doing it in a different 
~ay. I don't think so at all. If an artist can't do any more, then he should 

• JUSt quit; and an artist ought to be able to change his stvle without feeling 
· bad. I heard that Lichtenstein said he might not be painting comic strips a 

year or two from now - I think that would be so great, to be able to change 
styles. And I think that's what's going to happen, that's going to be the whole 
new scene. That's probably one reason I'm using silk screens now. I think 
somebody should be able to do all my paintings for me. I haven't been able 
to make every image clear and simple and the same as the first one. I think 
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it would be so great if more people took up silk screens so that no one would 
know whether my picture was mine or somebody else's. 

It would turn art history upside down? 
AW: Yes. 

Is that your aim? 
AW: .No. 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. 
Was commercial art more machine-like? 

AW: No, it wasn't. I was getting paid for it, and did anything they told me 
to do. If they told me to draw a shoe, I'd do it, and if they told me to correct 
it, I would - I'd do anything they told me to do, correct it and do it right. 
I'd have to invent and now I don't; after all that 'correction', those commercial 
drawings would have feelings, they would have a style. The attitude of those 
who hired me had feeling or something to it; they knew what they wanted, 
they insisted; sometimes they got very emotional. The process of doing work 
in commercial art was machine-like, but the attitude had feeling to it. 

Why did you start painting soup cans? 
AW: Because I used to drink it. I used to have the same lunch every day, for 

twenty years, I guess, the same thing over and over again. Someone said my 
life has dominated me; I liked that idea. I used to want to live at the Waldorf 
Towers and have soup and a sandwich, like that scene in the restaurant in 
Naked Lunch ... . 

We went to see Dr No at Forty-second Street. It's a fantastic movie, so 
cool. We walked outside and somebody threw a cherry bomb right in front 
of us, in this big crowd. And there was blood. I saw blood on people and all 
over. I felt like I was bleeding all over. I saw in the paper last week that 
there are more people throwing them - it's just part of the scene - and 
hurting people. My show in Paris is going to be called 'Death in America'. 
I'll show the electric-chair pictures and the dogs in Birmingham and car 
wrecks and some suicide pictures. 

Why did you start these 'Death' pictures? 
AW: I believe in it. Did you see the Enquirer this week? It had 'The Wreck that 

Made Cops Cry' - a head cut in half, the arms and hands just lying there. It's 
sick, but I'm sure it happens all the time. I've met a lot of cops recently. They 
take pictures of everything, only it's almost impossible to get pictures from them. 

When did you start with the 'Death' series? 
AW: I guess it was the big plane crash picture, the front page of a newspaper: 

129 DIE. I was also painting the Marilyns. I realized that everything I was 
doing must have been Death. It was Christmas or Labor Day - a holiday -
and every time you turned on the radio they said something like, '4 million 
are going to die'. That started it. But when you see a gruesome picture over 
and over again, it doesn't really have any effect. 

But you're still doing 'Elizabeth Taylor' pictures. 
A W: I started those a long time ago, when she was so sick and everybody said 

she was going to die. Now I'm doing them all over, putting bright colors on 
her lips and eyes. 
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My next series will be pornographic pictures. They will look blank; when 
you tum on the black lights, then you see them - big breasts and .... If a 
cop came in, you could just flick out the lights or turn to the regular lights 
- how could you say that was pornography? But I'm still just practising with 
these yet. Segal did a sculpture of two people making love, but he cut it all 
up, I guess because he thought it was too pornographic to be art. Actually 
it was very beautiful, perhaps a little too good, or he may feel a little protective 
about art. When you read Genet you get all hot, and that makes some people 
say this is not art. The thing I like about it is that it makes you forget about 
style and that sort of thing; style isn't really important. 

Is 'Pop' a bad name? 
AW: The name sounds so awful. Dada must have something to do with Pop 

- it's so funny, the names are really synonyms. Does anyone know what 
they're supposed to mean or have to do with, those names? Johns and 
Rauschenberg - Neo-Dada for all these years, and everyone calling them 
derivative and unable to transform the things they use - are now called 
progenitors of Pop. It's funny the way things change. I think John Cage has 
been very influential, and Merce Cunningham, too, maybe. Did you see that 
article in the Hudson Review ['The End of the Renaissance?', Summer, 1963]? 
It was about Cage and that whole crowd, but with a lot of big words like 
radical empiricism and teleology. Who knows? Maybe Jap and Bob were 
Neo-Dada and aren't any more. History books are being rewritten all the 
time. It doesn't matter what you do. Everybody just goes on thinking the 
same thing, and every year it gets more and more alike. Those who talk about 
individuality the most are the ones who most object to deviation, and in a 
few years it may be the other way around. Some day everybody will think 
just what they want to think, and then everybody will probably be thinking 
alike; that seems to be what is happening. 

13 Roy Lichtenstein (b. 1923) Lecture to the College 
Art Association 

A native of New York, Lichtenstein was educated and began his career as a designer 
in Ohio. Returning to New York in the late 1950s, he taught painting at New York State 
University, initially in an Abstract Expressionist vein. His first paintings based on comic 
strips were exhibited at the Leo Castelli Gallery in 1961, where they were seen by Andy 
Warhol, who was then privately working on similar themes. The present text was 
originally delivered as a lecture to the College Art Association, Philadelphia, January 
1964. It was first printed in Ellen H. Johnson, American Artists on Art from 1940-1980, 
New York, 1982, pp. 102-4, from which the present text is taken. 

Although there was never an attempt on the part of Pop artists to form a 
movement (in fact in 1961 very few of these artists knew each other or Were 


