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Pedagogical Description

Hans Hofmann was born in 1880 in the German rural town
of Weissenburg. His father, a civil servant in the German govern-
ment, had a strictly disciplined personality. He could spare very
little time for his family and children. His mother and grandfa-
ther Frederik Manger had an influence on Hofmann’s personality
development. During Hofmann’s time with his grandfather, phil-
osophical thoughts such as questioning the nature of reality are
also considered to be an introduction to his creative idea in the
post-childhood years (1). (In today’s pedagogical sciences, it is
that the periods of children up to the age of 10 are fundamental in
personality development).

At the age of six, Hofmann moved to Munich, where his fa-
ther was working. He displayed the perfection of his superior in-
telligence in mathematics, science and philosophy when he started
school. At the same time, due to his interest and aptitude in music,
he studied piano, organ and violin as well as music lessons (2).
Hofmann’s love for nature was further enhanced by his family’s
holiday visits to his farm on the River Main. This period, when he
started to draw, became an indicator of Hofmann’s versatility (1).

When Hofmann reached the age of 16, his father assisted him
in serving in the Bavarian State Public Administration. He gained
experience in the field of mechanical and technical engineering
in this business where he worked for two years. His scientific ap-
proach and creative genius are revealed in all his writings and
teachings. During this period of his life, his interest and interest
in electromagnetics was one of the brightest periods of Hofmann.
Since the idea he developed was underage, he was able to obtain
an intellectual property patent by applying with his mother’s com-
pany. His father was so impressed that he sent him a thousand
marks through a person to do further studies. But Hofmann used
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this money to study art. For several years, Hans Hofmann studied
art at various art schools in Munich, covering the basics of figure,
landscape and still life drawing and painting techniques. Mean-
while (in 1900) he met his friend Maria (Miz) Wolfegg (1).

Hofmann met his teachers Michenlow, Aspe, Fereniz, Grim-
wald and the most active of them Willi Schwarz in Munich.
Schwarz, who explained his impressionism idea to Hofmann, had
been to Paris before. Hofmann was influenced by the idea of ob-
serving nature through light reflected on objects. The scientific dis-
covery of light and color gave his versatile intelligence an excel-
lent appeal. Thanks to Willi Schwarz’s introduction, she met the
nephew of Phillip Freundenberg, who is a supermarket owner and
famous art collector in Berlin. Fruendenberg became Hofmann’s
customer. In 1904, Freundenberg gave financial support to Hof-
mann to go to Paris and develop himself, and Miz took part in this
trip. Fruendenberg maintained his support for ten years until the
first world war broke out (1).

In 1904, Paris was the only center of modern art movements.
Impressionists were powerful during this period. In those years,
the Fov movement, which emphasized its vibrant bright color pal-
ettes, continued under the leadership of Matisse and Rouault. The
Cubist movement was just beginning with the perception of Pi-
casso and Braque that the disintegrating objects split into basic
shapes, lines and planes (1).

Hans Hofmann’s Principles in Art Education

Working with great dedication and dedication in the arts, Hans
Hofmann differed on the role of the art educator. In one of his dis-
courses, he said to his students (1): “Being an artist and being an
art educator are two contradictory things. When I paint, I impro-
vise, I am editing, and my paintings manifest in an unexpected,
unique way. With my role as an artist, I leave theory and method to
10



the background, I trust only empathy or my feelings... In my role
as an educator, [ act just the opposite. I feel obliged to make an ex-
planation for what cannot be explained, taking into account every
style line and color theory and method” (3).

Figure 1: Hans Hofmann

In an interview with the museum curator, Katherine Kuh “What

do you think about teaching art?” in response to the question (1);

“I spent years training - it took me a lot of time. I don’t think my

long-standing role as a teacher has harmed my art much. You can

teach art but you cannot make artists. People talk a lot about aca-

demic education. I can only say that the word ‘academy’ has little
meaning in my artistic life” (4).

Hofmann realized that in art teaching everything depends on
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the student’s interest, perception and talent. He printed this slo-
gan as “Selected Essays on Art” on the cover of his notebook. He
has repeatedly stated in his writings that “an artist cannot be the
product of a teacher by any means, intuition, reason and genius
cannot be taught” (5,6). “At every stage of its production, a work
of art goes through a process that evokes inspiration, intuition and
conscious emotions that could not be rationalized before. At each
stage, the work finds its form in being dependent on the sensitivity,
temperament and mental genius of the artist” (7).

According to Hofmann, all arts, whether painting or music, be-
gin with “nature”. Nature becomes both a visual model for the art-
ist and the most reliable source that activates the creative impulse
as a constant stimulus (1). The fact that the artist made his model
in a photographic, imitative style was not suitable for the purpose
of this view. Thus, he emphasized the necessity of working with
models for his classes.

At the beginning of 1915, he stated in the Munich School
bulletin: “Art is not just an objectified imitation of reality. With-
out the creative impulse of the artist, even the most perfect imi-
tation of reality is a soulless form, a panopticon™. In the artistic
sense, the claim that form takes its impulse from nature is cor-
rect, but still does not depend on objective reality; it depends
much more on the artistic experience revealed by objective re-
ality and on the artist’s mastery of the spiritual means of the fine
arts, by which this experience of art becomes reality in paint-
ing. Creative expression is the translation of these concepts as
an internal spiritual form resulting from the fusion of artistic
expression tools in the unity of spirit and form. This is due to
the functioning of the whole complex of thought and emotions,

* Panopticon means observing the whole, conceived as a prison building model by the
English philosopher and social theorist Jeremy Bentham in the 18th century.
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together with the powerful control of spiritual tools. Imitation
of objective reality is not creation, if it were, art would be based
entirely on scientific, objective and objective seeing” (8). Such
a view would be the subject of science rather than art.

SCHULE FUR BILDENDE Kl

l _ \]H l._. K..'

Figure 2: Prospectus of the Hans Hofmann School of Fine Arts,
Munich, 1915

Hofmann’s quality as a teacher in the USA has been associat-
ed with many factors. First, this may be a valid reason, given the
years he started teaching abstract art ideas in the United States,
which had little exposure to “modern art” ideas. The second fac-
tor was that Hofmann had a dynamic personality. It was his ability
to analyze and explain what a painting should be, recognizing art
and its problems. He formulated his own ideas in an understand-
able language and expressed them repeatedly in his lectures and
articles (1).
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Hans Hofmann’s Discourses on Art

According to Hofmann, the ability to create a work of art is
innate. The true artist is at the center of his life and must create.
The arts educator helps grow this innate talent, which Hofmann
demonstrates with his words (1): “Art is the form of expression
that emerges from the soul of the artist and overflows. Since the
soul of the artist is rich, he tends towards the meaning, paying rel-
atively little attention to the ordinary requirements of the material
world. It glorifies the objective world by reshaping it with its intel-
lectual and artistic quality. A work of art is a world in which the art-
ist reflects his inner feelings and emotions” (9). “The child is a true
artist, and the artist must be like a child, but not remain a child, but
know what he is doing as an artist. This means he won’t allow him-
self to be emotional or anything like that. The artist should know
what he is doing” (8). “Man is at the center of the creative world
and his job as an artist is to find inspiration in the creative activity
of relationships and forces” (5).

Figure 3: Hans Hoffman with students at the Hans Hofmann
School of Fine Arts, Provincetown, 1947
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While emphasizing the role of talent in learning an art form,
Hofmann never rejects the role of the teacher. Hofmann sees the
arts teacher as having a role that affects society as a whole. It im-
plies that the art educator must do more than teach technical meth-
odology (1). He not only limited the problem of art education to
artistic development, but also focused on the problems of how art-
ists will produce, with a dedication to the general understanding of
art and especially the taste of art (9).

In another statement, Hofmann; “As a teacher, I realized that
talent is everywhere. Unless talent condenses with intelligence,
one cannot be an artist. Although ignorance, mediocrity and self-
ishness only produce amateur masters, the searches and efforts of
the artist personality are constantly based on suspicion and mod-
esty” (10).

In an interview, Hofmann brilliantly described his teaching
role: “This is a tremendous experience, teaching... [ think there is
no other man in the experience | have as a teacher in this world. As
aresult of years of teaching, I came to the conclusion that you can-
not actually teach art; you cannot do this. You can let anyone paint,
paint, have fun, but you can’t teach him the sixth sense. Every-
one has more or less abilities, which then depends on the teach-
er how the skills are developed. Talent develops through external
influences or work, not teacher force. You cannot interfere with it,
you belong to a certain time. As you, you are the result of a cer-
tain time, you are the creator of this time. Everything passed down
from generation to generation in a cycle makes your business im-
portant” (11).

In an earlier statement, Hofmann had said: “As an artist, I know
that art cannot be taught. No one can make a musician unless he is
born a musician. Likewise, as long as a person is not sensitive to
art, no one can make him/her sensitive to art. The artist is always
a mystery. An artist obliges himself to create a unique art language
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by mastering long and deep artistic works. Educational opportu-
nities and conceptual perception are of course a must in order to
create a unique artist personality. Our time would really be very
culturally deprived if it was not for art” (12).

Hofmann was concerned that he found the methodology of arts
education in America too overly academic. Feeling that a country
without its own art would fail, he developed an idea under the title
of “Painting and Culture” (1): “Art education has a meaning for
America, it must be more and more inclusive and more meaning-
ful. The problem of civilizing this enormous country is not over
yet. Art education should be aimed at enriching the student’s life.
The teacher should be a guiding guide for the student, developing
the power to “feel” living or inanimate things with sympathy and
sensitivity” (9).

Hofmann saw art as a reflection or a mirror of the time it was
produced. Therefore, the artist had an important role in interpreting
and presenting the truth. Also, the art audience had a responsibility
to use a trained intelligence. Hofmann said (1): “Art is essential for
a holistic and balanced life, it must be an integral and permanent
part of national culture. When America adds a unique art culture to
its economic wealth, it will be one of the happiest countries in the
world. It is a national duty to lead teachers and support emerging
artists, and the insurance of spiritual vitality. We do what we do for
art for ourselves, our children and our future” (9).

For these reasons, Hofmann thought it was important to devel-
op a fine arts school in the USA to teach “modern art”. The main
principle of his school should be freedom based on knowledge.
The school was to bring American art into the mainstream of what
is happening in the European art world. Thus, he hoped it would
help American artists reflect their own culture (1).

He developed a strong philosophy and teaching method at the
Munich School of Fine Arts and published his ideas in the 1915
16



Munich School bulletin (1): “Despite the abundance of the objects
depicted, the work of art is a whole in spiritual form that preserves
the integrity of the structural relationship, does not allow fragmen-
tation. While the images in the work gain a holistic expression, the
independent expression of the images reduces the spiritual value of
the work. Thus, the artist must learn the basic principles that create
the spiritual figurative language of fine arts. The artist must create
his own view of nature, that is his own experience, whether it is
about nature or independent of nature” (13).

In the bulletin of the 1947 New York School, Hofmann simpli-
fied this idea and said, “Despite the emphasis on fine arts; In fact,
the knowledge and understanding of the basic principles of paint-
ing should provide the student with a conceptual basis to overcome
problems in any field” (14).

In 1951, Art Digest magazine stated the following on the page
it reserved for Hofmann’s biography: “His genius as a teacher
stems first from his rational thought and respect for art laws, and
secondly, from his ability to passionately and openly demonstrate
what he says about art” (15).

The genius Hofmann taught thousands of students in New York
for 25 years with his unique education and training philosophy.
The majority of the people Hofmann trained were people who had
an artistic education and had artistic personalities. They tried to
take advantage of their advanced experience from a master. Hof-
mann’s interest and vast knowledge created an attractive learning
focus for young artist candidates (1).

In 1958, Hans Hofmann closed his school. Published in 1959
a summary of educational experiences from past years (1): “Art
teaching still climaxes today with an objective imitation of nature,
an approach that tries to develop the conceptual, creative capacity
in response to the student’s sensitivity and temperament on a pure-
ly aesthetic basis is rare. In the creative process, imitation should
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not be allowed to have even the tiniest part. The creative impulse
that dominates any talented person forces the first creative attempt.
Talent is quite ordinary and by no means extraordinary. It is always
perceived and experienced as a mystery within itself. Art education
can bring about or destroy the creative impulse. But it doesn’t mat-
ter to destroy creativity because a real, original talent will eventu-
ally come back. It will appear naively without any academic train-
ing. Allowing unlimited freedom in arts education will either re-
veal true talent or remove the mediocrity and all false mysteries of
one’s true nature. However, I must admit that allowing unlimited
freedom in arts education can be bad for ordinary talent as well as
good for a genuine and original talent. Unlimited freedom can be
applied depending on the person concerned and other qualities that
he presents as a person. It is clear that people who are not gifted
can also be useful in professions they can tackle, but they can also
hold themselves for a long time under the mysterious magic of art.
A talent that burns too fast will not last. Only professional integri-
ty, meticulous self-discipline and full knowledge of one’s own will
make up the master” (16).
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Abstract

The scope of this research is the examination of the life and
art of Claes Oldenburg who is a sculptor of the Pop Art move-
ment occurring and developing after 1960s within the concept of
postmodern art. First of all, postmodernism was defined and the
basic paradigm changes were compared with the previous period
in the research. Afterwards, through an orientation towards Pop
Art which is a postmodern movement, the formal and seman-
tic dimensions of Claes Oldenburg’s sculptures and soft objects
were analyzed.

Claes Oldenburg’s artistic career started as a painter but con-
tinued as a sculptor as he was impressed by the shop windows,
graffiti, advertisements and piles of garbage in New York City
and started to use these objects in his sculptures. Initially, he
started to form different objects by painting plaster pieces, later
he started to make soft objects and like the Pop Art artists, he be-
gan to create works of art by selecting his subjects from objects
of consumption. His most famous works are different food ob-
jects formed by soft materials (cake slices, hamburgers, an ice-
cream cone). He also has giant sculpture installations in public
spaces. Analysing different social, cultural and political mean-
ings and connotations of food icons in Oldenburg sculptures with-
in the scope of the artistic tendency of the of the period and its re-
lation with conceptual art was the aim of this study.

Keywords: Claes Oldenburg, Postmodern Art, Installation
Art, Conceptual Art, Postmodernism
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Introduction

This article presents a new approach from a wider perspec-
tive on the works of Claes Oldenburg including both the soft ob-
jects and sculptures starting from 1960s and sculpture projects
he designed for public areas until the end of 1990s. The artistic
expression forms of 1960s were primarily analyzed in this article
based on the judgement that every artist belongs to his/her own
period and is nourished by the data acquired through the cultural,
social and political structure s/he lives in. Following a research
line from general to specific, the reforms provided by postmod-
ernism with its new tendencies apart from the traditional forma-
tion understandings are covered with the modernist approach of
the previous period and the artistic reforms of the new period are
analyzed. Then, Pop Art movement, also called as New Dadaism
or New Realism, which emerged independently in USA and Eng-
land in the late 1950s was analyzed in detail in the second part of
the article. This section also presents inferential data on how and
to what extent Oldenburg’s biographical information was reflect-
ed in his art, the reason behind his choice of the food and bev-
erage icons he used or the individual meaning of his orientation
towards these images and re-interpretation of the reality.

After these analyses, starting from the reformed images of
different consumption objects made of metal and plaster paint-
ing, a new analysis was made on the collective installations ex-
hibited in a location he called ‘Shop’ (Pastry Case I, 1961-62),
soft sculptures of remanufactured food items (Floor Cake, 1962)
and finally large scale consumption items integrating with the ur-
ban structures in the public area and presenting a paradoxal ap-
proach on reality. This review covers the formal and contextual
analysis process of Oldenburg’s works.

Accordingly, with a semiotic approach on visual reality, it is
concluded that Claes Oldenburg’s transferral way of his own re-
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ality and the expression of his perceptual experience not only
follows a two-dimensional process of creation, but also uses dif-
ferent artistic expression such as painting, sculpture and architec-
ture together. In addition, underlining Oldenburg’s works carry
concepts such as urban life, consumption culture and alienation
to the visual reality, the position and significance of the artist in
the cultural atmosphere of postmodernism is emphasized.

1. Modernist Approach and Postmodernist Culture

In historical process, important changes have occurred in the
fields of science and art, parallel to the social structures and re-
gimes. These changes occurred mainly due to philosophical
transformations in thinking systems and have brought along a
collective re-shaping by creating paradigm changes within the
process.

Different thinking systems and philosophical analyses re-
placed the thinking systems prevalent in feudalism which is a
regime based on land system and capitalism which is focused
on money and capital in the post capitalism information society
(post-industrial period) (which began with the development of
technology and the spread of computer networks in the post-cap-
italist era of 1980s) and technological developments, mainly the
dynamics in political structure, became an important driving
force during this transformation process (Wallerstein, 2002; Ak-
kaya, 2007).

Thomas S. Kuhn defines the main transformations in science
as paradigms and usual scientific activities. In Kuhn’s scientific
philosophy, these concepts present a new paradigm occurring af-
ter a depression and the usual scientific activities occurring with-
in this paradigm afterwards. Theorems and laws which are inde-
pendent from one another or effecting one another directly or in-
directly appear in each paradigm and these new theories continue
26



their progress until a new depression period (falsification of a
law by experiments done in another scientific field or an experi-
ment entering a vicious cycle by causing unsolvable results), un-
til the accepted paradigm is unsatisfactory to respond to the new
questions of the science (Kuhn, 1970).

In this respect, a parallel fictional structure is observed clear-
ly when the change processes in the field of art are examined.
There are movements and artist groups existing in a new para-
digm occurring with basic changes in social systems and think-
ing patterns and again effecting one another directly or indirectly
and providing the occurrence of a new society by criticizing the
existential problems of one another. Just like the usual scientific
activities of Kuhn continuing until a time of depression within
a paradigm, these movements constitute a usual period of ac-
tivity continuing until a new cultural induction period. In this
direction, it is seen that the modernist philosophical movements
with an experimental approach constitute the most important par-
adigm in the field of art and then the changes in radical belief and
philosophical systems after the war created the next paradigm;
postmodernism.

Analyzing this change and transformation system is impor-
tant to understand how and why modern and postmodern periods
replaced one another and how long they existed within one an-
other and finally their basic characteristics. With this distinction,
developmental stages of these two paradigm periods within the
context of this article, the cultural structure Claes Oldenburg’s art
belongs to among the movements taking place as the usual activ-
ities of the last paradigm both by being denied and nourished by
one another and which critical approach it has would be analyz-
ed in detail.

When the idea of modernity is separated into two groups as
historical and aesthetic modernity, the first of these presents a
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new philosophical system belonging to an earlier period and cov-
ering a phase of a collective change in all the systems in ques-
tion. However, when aesthetic modernity is examined, within the
scope of this article and in a very general way; firstly the lan-
guage influenced by religion in the Middle Ages in the field of
art, then radical changes in the forms of approach to reality dur-
ing and after the Renaissance, and the differentiated attitude of
the artist’s image against the external reality are expressed. “(...)
aesthetic modernity should be understood as a crisis concept in-
volved in a threefold dialectical opposition against tradition, mo-
dernity of bourgeois civilization (with its ideals of rationality,
utility and progress) and, finally itself, as much as it perceives
itself as a new tradition or form of authority” (Calinescu, 2013:
18). Accordingly, in the existence of aesthetic modernity, there
is a criticism against the systems which are the product of the
philosophical system of the industrialized societies which are the
product of capitalism and also the previous period constituting
the scope of this society. This criticism has brought along a new
change in the approach of the artist’s image to the concept of
reality in the field of art. The artist presented his/her own reali-
ty instead of directly reflecting an external reality s/he sees and
accordingly experienced a complete change (transformation) in
sensual and visual concepts.

In 20th century, a new paradigm shift took place in the field of
art, this change seemed to express a visual change in the formal
structure but it basically occurred as a product of a new depres-
sion period in the whole world after the war, as a reaction against
capitalism in which modernism was born. Apart from these dy-
namics, it has brought along many changes in the cultural field
and has become the foundation of a radical transformation phase
experienced in intellectual systems. In such an environment,
while art inquires the perception of reality, its meaning and aim
28



and looks for a way out, a new production environment was en-
tered on the other hand and modernism’s of supreme fact has left
its place to “whatever” slogan. Gradually, a new artist group,
gallery and bourgeois class aesthetic emerged in pursuit of art
works called kitsch art and market appreciation.

Although a definite time cannot be stated for the period when
postmodernist culture didn’t pursue admiration and got normal-
ized, as the artists led towards the eclectical structure of post-
modernism as the art movements occurring successively after
1960 questioned objective existence and arts of photography and
movie quitted being a different branch of art through their re-
vival (the first demonstrators of this structure were seen in Dada
shows), a new era in which an interdisciplinary field of art made
its presence felt, the aim became more important than the context
and the borders between life and art disappeared.

Another aim of Dada shows was to criticize bourgeois aes-
thetics which is the taste judgements of Aristocrates in modern-
ism and thus to remove the borders between the high and low art
(this will be covered in detail later). According to Fineberg (2014:
18); “While modernism emphasizes common sense, objectivity
and progress, the attitude started to be called as postmodernism
even questions whether they would exist or not.” Greenberg ap-
proached the concept of postmodernist culture from a different
perspective and interpreted modernist revolution, not as the ex-
pression or political image of technology which started to rise or
the return of art to primeval realities, but as the self re-explora-
tion of art (Connor, 2005: 124). In other words, Greenberg iso-
lated this new era he called as modernism after modernism from
the periodical and social developments and stated that the art fol-
lowed formal and stylistic aesthetical perception.

So, the concept of postmodernism presents a fundamental
change in the concepts of vision and perception from a new per-
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spective. While through modernism, the artist learned how to
reflect the things s/he sees by transforming the act of seeing into
his/her own perceptual reality instead of presenting them in the
systematic order they should be seen, postmodernism provided
the re-design of this perceptual reality, basically the transforma-
tion of the objective reality of nature, modelling of concepts and
trial of new expression possibilities. Rules and strict borders of
modelling of appearance were removed and new expression pos-
sibilities replaced the old modelling understandings in the cultur-
al environment of this new era.

2. Pop Art Movement and the Life and Art of Claes
Oldenburg

In the previous section, it was stated that the Dadaist ac-
tions emerged as a criticism of the supreme art concept created
by modernist culture which is a product of the capitalist society.
Turning their back on the naive artistic understanding, these art-
ists pursued the pluralism in art and produced works presenting
a criticism against the leading effect of money and capital on the
art. In 1950s, together with Pop Art, the postmodernist culture
carried this approach further but this occurred not in a form dif-
ferent from Dadaism or as a reaction against the capitalist culture
but with an identity nourished from it. Towards the end of 1950s,
a radical change occurred in the perspective of the individual to-
wards the external reality mainly due to the technological devel-
opments, the phase of change in the social structure and thus new
possibilities in the thinking systems. Following the devastating
effect of the camera over canvas throughout modernism, post-
modernist culture was lead towards new expression possibilities
with the development of camera and animation arts. Plato’s ex-
pression of ‘an imitation of an imitation’ described in the theory
of'ideas has turned into a new adaptation in the field of art, where
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cheap copies took the place of real artworks and this phenome-
non of consumption began to spread rapidly in all areas of life.

Parallel to many other paradigm shifts throughout the world
after the war, a new shift occurred also in the field of art, in the
late 1950s, instead of re-interpreting reality just like modernism,
Pop Art took the reality as it is and benefited from its capitalist
side within its complete existential structure. Expression of the
fact that Pop Art movement is the pioneer of the new paradigm
with a deliberate approach within the article was primarily due
to its positive and negative contributions in the field of art. De-
velopments in copying technologies have placed mass produc-
tion copies against the supreme art phenomenon of modernism
and this brought along the reality of the degeneration in art and
the loss of its value while facilitating the reachability of art by
larger masses of people. A new culture called the culture of con-
sumption occurred due to the rapid distribution of mass produc-
tion objects and this culture marketed all images of the changing
world as a material of art. In this new cultural environment, the
artist not only expanded the borders of art by reinterpreting the
images of the popular culture with his’/her own sense of reality
in different stylistic structures and also the world outside the in-
dividual, the external reality, was reinterpreted as an art object in
this sense.

According to Timucin; “In any case, it is our point of view
which aestheticizes the objects. There are no objects which are
spontaneously aesthetical or became spontaneously aesthetical”
(2013: 153). The subject transforms the object into an aesthet-
ic object by turning it into an aesthetical object through his/her
own inner sense by determining the object through his/her own
perception of nature or determines that object as an aesthetical
object of his or her own. Aestheticizing an object is above all
providing it a humanistic form and meaning. 153). “(...) By de-
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termining the aesthetical object, the artist makes the human be-
ing a part of the nature. Aesthetic object shines where man meets
nature” (2013: 153). In the process of postmodernism, nature and
art make it an object. In this sense, an integration, an intertwining
sensation and eclectical form in artistic language of expression
emerges.

Although the works of Claes Oldenburg create a simple
visual sensation as the re-expression of the nature using an ar-
tistic language of expression as pursued by modernism, it ba-
sically presents the eclectical form of postmodernism with its
most significant characteristics. In his works, there is an artistic
form of expression in which the shaping of the visual material is
not only limited to the pictorial expression but is also followed
the three-dimensioned formation understandings (these works
are again a reflection of the consumption culture occurring with
postmodernism) and they existed as a part of the architecture and
urban life in his recent works and also in which new fictional
locations are created with a reactional approach to the gallery
system of modernism. This criticizing approach can be clearly
noticed in his expression “I am for an art that embroils itself with
the everyday crap and still comes out on top.” (Oldenburg, 1961,
Harrison and Wood, 2016: 787). This is also a re-interpretation
and expression from a different reflection for the art perception
the Pop Art artists, especially Andy Warhol, wanted to reach.

In this new cultural environment, after the art education
he took in the middle of 1950s, Claes Oldenburg settled in New
York in 1956 and was influenced by showcases, advertisements
and all images of the consumption culture and changed his disci-
pline from painting to sculpture and in 1960s, he started to make
plaster sculptures of the food and beverage items and exhibit
them in a showcase he called as “The Store”. Again, in those
years, he created new formations by gathering humans, sounds,
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movements and objects and then he made giant sculptures made
of different fabrics and filled them with different materials. These
years include the period in which Pop Art movement became
strongly popular in USA. The most important artists of the move-
ment such as Richard Hamilton, Robert Raushenberg, Roy Licht-
enstein, Tom Wesselmann and Andy Warhol created a new per-
ception of art by considering the consumption items of the popu-
lar culture from their own approaches of reality. Claes Oldenburg
is one of the artists playing an important role in the emergence of
a new art perception with a similar language of expression.

In this new cultural environment called postmodernist period,
Oldenburg not only reinterpreted the images, but also followed
an important commentary tendency of carrying the concepts and
facts in all fields such as the city as a whole, urban life, motiva-
tional structure of human beings and their basic needs from their
positions in the new reality to the field of art. Each of these imag-
es are represented by objects of worship for cultural consumption
fact and when these objects are enlarged and located in a gallery,
moving away from their real reason for existence which is being
eaten and they tend towards a common aim with an object shown
everyday in TV commercials. Although these objects are the im-
ages of everyday crap as Oldenburg expresses, gaining a supe-
rior identity, they become an object of art for the society. In this
sense, the most important characteristic of Pop Art movement is
the almost complete removal of the distinction between art and
life. Although modernism is interpreted as the interventions of
moving away from the distinction between the life and superior
aesthetics of the previous period in a way, postmodern art move-
ments occurred as a result of the changes brought by postmod-
ernist culture which can succeed this completely. The pioneer of
this new paradigm was Pop Art movement.
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2.1. Reproduction Food Image: Metal and Plaster Paint-
ing Sculptures:

The first works of Claes Oldenburg in 1960s were food and
beverage items made with a mixture of metal and plaster and
painted with plastic paint. These works were the metaphorical
connotations of the mass production objects resulting from the
consumption culture and the consumption based both on the
form and use of material and the image chosen and through there
works the artist reinterpreted all opportunities of the arts of paint-
ing and sculpture. In the examined plaster painting works of Old-
enburg, some connotations of fast living fact which became prev-
alent in all Europe and USA in 1960s and was a result of capital-
ist societies and information age are observed in terms of shaping
the material. These studies not only removed the border between
the arts of painting and sculpture as dadaists turning the human
acts into art by widening the area of art, but also provided a new
reality to the art by choosing the art material among food and
beverage items which are the basic needs of human beings as the
popular culture carrying all objects in daily life to the are of the
art. Claes Oldenburg attributed human qualities to these objects,
made them erotic, transformed them from organic to geometric
and made the opposite or enlarged them on an architectural scale
through formal connotations that layered each object with alter-
native definitions” (Fineberg, 2014: 187).
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Figure 1: Claes Oldenburg, Pie La Mode, 1962, Muslin soaked
in plaster over wire frame, painted with enamel, 33x50.8x48.3
cm. Museum of Contemporary Art, Los Angeles.

“Pie La Mode” (Figure 1) which is one of Oldenburg’s first
plaster sculptures made in 1962 is the reshaping of a piece of
cake which can easily be seen in a shop window during the clut-
ter of the daily life and forming it by giving a causality other than
its natural material and presentation aim. While the vivid and in-
stinctive movement in the colouring of the work can be seen as a
reference to the Abstract Expressionist movement and especially
the paintings of Jackson Pollock, it also presents a new point of
view on the speed and changing images of the information age.
The brilliance of the plastic paint brings an appetizing look to
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the slice of cake, just like the images or slogans used by the ad-
vertisements to highlight the product they want to sell among its
kind. While the other artists of the era, just like Richard Hamil-
ton, carried this consumption phenomenon of the society they
live in to the field of art with the collages they formed by random
images chosen from the commercial pages of the magazines and
newspapers, it is observed that Oldenburg materialized the same
images by recreating them and changing their meaning and aim
and turning them into objects of art.

Figure 2: Claes Oldenburg, Straw- | Figure 3: Claes Oldenburg, Ham-
berry Shortcake, 1961, Muslin burger with Pickle and Olive, 1962.
soaked in plaster over wire, painted
with enamel, 17.7 x 12 x 9.5 cm.

Oldenburg collected all objects which were meaningful for
him (banners, scrap on the streets, crushed tins, papers, boards)
and all popular culture images - advertisings, street signs, res-
taurant displays, wall writings - that are and included them in an
aesthetical re-formation phase and thus presented a development
parallel to the language of the changing world and the society in
which he went through a phase of self-recognition and creation
within the new reality. Instead of gathering these objects on a
painting platform in their original form and preserving their ma-
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terial characteristics just like Robert Raushenberg, Claes Olden-
burg redefined these objects with their real visual characteristics
and stated this as “What I see is not the object itself but -myself-
in its form” (Oldenburg, 1970: 48; Fineberg, 2014: 187). When
his works named “Strawberry Shortcake” (Figure 2) and “Ham-
burger with Pickle and Olive” (Figure 3) were examined, both in
the form (simple forms, stains of paints applied quickly, etc.) and
the context (selected image being a consumable item, creating a
temporary perception, etc.), it is observed that the changing con-
sumption understanding of the era was visualized by being trans-
ferred to the personal sensual perception. Colours are vivid and
bright, again the paint used increases the reality illusion of the
material just like the appetizing images of the popular culture.
So “the vivacious excitement of motion” was reinterpreted as if
you are looking at hundreds of interesting images you see on the
shop windows when walking on the streets of a city (Fineberg
2014: 188).
2.2. Showcase Installations
Oldenburg brought together all the plaster painting sculptures
he reformed in 1961 in a gallery he called “The Store”. The art-
ist describes his reason for creating this gallery as; “... He said
“An ‘artistic’ appearance or content was produced from the re-
ferral of the object, the origin of the object is neither the object
itself, nor me. These objects are exhibited in a gallery, but this
is not the place they belong to. A store would have been better
(Store-a place full of objects)...” (Oldenburg, 1961; Harrison and
Wood, 2016: 787). The store was located on a busy street and
with its cheap cloth shops and buffets, its vibrant structure was in
a complete harmony with the effect Oldenburg wanted to create.
“The shop was a warm room full of hamburgers, tennis shoes,
packed shirt-tie combinations, reliefs of the Pepsi symbols and
sewing machines ...” (Fineberg, 2014: 188). All objects exhibited
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here were irregularly shaped and reproduced plaster and bright
coloured objects with no definite borders. These objects almost
completely removed the border between life and art as a refer-
ral to the consumption fact and the complicated structure and
crowdedness of the period in terms of both their placement and
gathering of hundreds of independent images.

His work called “Pastry Case I”” (Figure 4) is an image from
The Store where plaster painting sculptures Oldenburg made be-
tween 1961 and 1962 were exhibited in showcases as the imag-
es on the shop windows randomly seen in any place in the city.
This work of Oldenberg who stated that he worked on very sim-
ple objects he saw while walking on the street also created a new
reality in which the copies of the images seen in the real world
were gathered in groups. While the colours and the forms of the
objects attract attention with all their attractiveness, these create
both an appetizing effect and present a new point of view on the
causality of the art since they are uneatable. This new approach
also creates an environment of tension caused by this contrast
and according to Oldenburg, this forms the source of his art. This
tension and clutter of meaning is like the presentation of the pop-
ular culture and consumption understanding.
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Figure 4: Claes Oldenburg, Pastry Case I, 1961-62, Burlap
and muslin soaked in plaster, painted with enamel, metal bowls,

and ceramic plates in glass-and-metal case, 52.7 x 76.5 x 37.3 cm

“Glass Case with Pies” (Figure 5) is one of the many show-
case appearances of Claes Oldenburg’s created in the same years
The pies located on one another in a showcase are again on the
market with all their bright colours and appetizing effects. The
placement of different colours on different floors with different
colour schemes is a demonstrator of the continuing validity of
the aesthetical concern. While these sculptures create an ironic
delusion as they are uneatable despite their realistic appearance,
sacred place perception for museum and art galleries and again
the contrast presented by his gallery called The Store create a
parallelism. Gallery image which sold the art and the artist all
through modernism was excluded from Oldenburg’s Store with
all other concepts and forms the new era left behind. In this “new
gallery” all the noise and dirt of the street and all perception-
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al images of the culture were reproduced and were located next
to one another without any distinction. Just this characteristic of
Oldenburg who stated that he loves working on simple ideas and
images seen everyday demonstrates that he is not just an artist of
his time but added a new identity to art not only by observing the
images in the popular cultural environment of the society he lives
in but also through re-interpreting and drifting them back into life.

Figure 5: Claes Oldenburg, Glass Case with Pies (Assort-
ed Pies in a Case), 1962, Burlap soaked in plaster, painted with
enamel, with pie tins, in glass-and-metal case, National Gallery
of Art, Washington, DC
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2.3. Soft Sculptures

The exhibition of Oldenburg opened in Green Gallery in 1962
was filled with new and large dimensioned soft objects created
by being impressed by the cars located in an area he saw in a car
gallery. The images in his previous works were enlarged to real
car dimensions in this study and were made of synthetic fab-
ric and canvas filled with sponge instead of plaster painting this
time. According to Fineberg, “A comparison with surrealism was
inevitable as the radical shift in the scale and transformation of
familiar objects to soft sculptures gave them an aura resembling
a dream” (2014: 189). In terms of its form, it even had a surre-
alistic effect. But Oldenberg’s works were a constant effort for
self-discovery. These objects were re-interpreted in the middle
of the clutter of external reality and made a contribution on his
own life.

“Floor Cake” (Figure 6) is one of the first big dimensioned
soft sculptures of Oldenburg. In these works, a transformation
re-occurred in the perception of reality which is already scattered
in plaster sculptures. The solid and hard structure of the art of
sculpture creates an ironic contrast in these soft and colourful
sculptures. So this study, both in terms of form and subject, chal-
lenges the established philosophical structure and ductility prin-
ciple of ‘fine arts’ and gathers humour and irony in a single im-
age. According to Lynton, using bigger dimensions than the nor-
mal is connected to the symbols which are sacred and universal.
Both challenging and using these general rules, Oldenburg leads
us to question the rules which we accept as usual and were actu-
ally determined before us” (Lynton, 1991: 304).
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Figure 6: Claes Oldenburg, Floor Cake (A Giant Piece of
Cake), 1962, Synthetic polymer paint and latex on canvas filled
with foam rubber and cardboard boxes, 148.2 x 290.2 x 148.2 cm

“Floor Burger” which is another soft object of Oldenburg in
the same exhibition (Figure 7) consists of three separate filled-in
pieces. Each piece was filled with fabric and cartoon pieces in
different dimensions and forms and these were located one on
another and acrylic paint was used in order to present the image
of the modelling object in the final stage. In this form, “Floor
Burger” is not different from a hamburger in any food chain sig-
nificantly observed in especially the American food market with
the occurrence of consumption culture. The aspect distinguishing
it from reality is the fact that the image was taken from a restau-
rant where it should be and is being exhibited in the middle of a
gallery after being enlarged to a car size. In some resources, it is
stated that his Freud readings are the reason behind his gradual
tendency to use fabric and canvas which is suitable for soft ob-
jects rather than plaster and metal which he used before. From
this point of view, it is also understood that these objects and nu-
merous soft objects he made later are associated with sexuality (a
human characteristic is attributed). A soft tissue and a shapeable
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form constitute the basic characteristic of the human body. Old-
enburg’s works create an appearance gradually becoming more
vivid by using the qualities of the material in this sense. As the
change occurring in the tissue of human skin or in the soft tissue
of hamburger bread when pressure is applied, in these studies, it
is demonstrated that the inorganic form is transferred into an or-
ganic appearance. Perception of reality is questioned one more
time in these studies too, as in plaster sculptures and the canvas
of modernism becomes a sculpture material in the beginning of
postmodernism (in Oldenburg’s works) and later a new reality
is created in which the same material has different mutual us-
age characteristics with architecture in the works of Christo Ja-
vacheff and Jeanne-Claude.

Figure 7: Claes Oldenburg, Floor Burger, 1962, Acrylic on
canvas filled with foam rubber and cardboard boxes, 132.1 x
213.4 cm
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2.4. Paradoxical Approach to Reality: Food Icon in the
Public Area

Modernist paradigm and each art movement included in this
paradigm were defined as a group of figures criticizing the previ-
ous art trend entering in a new formation. But when examined as
a whole, a condition of continuity and following one another was
valid as in the traditional scientific understanding. When all art
trends occurring successively after the post-war period we call as
postmodernist paradigm and the 1950s are examined, as in con-
temporary understanding of science, traditional idea of progress
was left behind and leaving linear continuity and questioning the
existence of different societies and concepts, very different formal
changes were experienced at the same time. So a new era in which
the developmental line occurred in the form of drifts occurred.

In 1960s, a new tendency which would later be called as Con-
ceptual Art emerged in art market and gained many supporters.
Leaving the formal structure of art, these artists started to question
and examine its nature. Towards the end of 1960s, a new tenden-
cy called as Land Art emerged and the new tendency turned the
art into the land itself by tearing down the walls of the gallery.
According to Yilmaz; “From now on, the base of this new gallery
is the earth and its ceiling is the sky” (2013: 306). It was inevita-
ble for Oldenburg not to be effected by these new forms of dis-
course since he lived in a society where the mentioned philosoph-
ical changes existed.

Oldenburg who headed from small dimensioned plaster sculp-
tures to car size soft objects changed his field and material again
and gradually headed to large scaled installation in an architectur-
al scale in his recent works. He presented the drawings of these
large-dimensioned sculptures together with the soft objects in the
exhibition organized in New York in 1966 and “Lipstick” which
is his first monumental work was located in Yale University cam-
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pus in 1969. Although it is observed that he initially moved away
from the food image in these monumental works, in latter years,
food and beverage figures which are the most important consum-
ables of the society he lives in gradually became the subject of
his art. Contrary to Michael Heizer’s removing of giant pieces of
rocks from their original places and locating them in the middle of
the city, Oldenburg’s images in the middle of the city were visual
realities he created. Contrary to the other artists in his time, Old-
enburg didn’t cover nature as the subject of his art within its own
reality and regarded external reality as a medium of conveyance
his own language of discourse. Food and beverage items which
are the reflection of consumption culture became gigantic this time
and were located in public places and the transformation in the
conveyance was also interpreted as the demonstrator of an inter-
vention for his including architecture in his art.

Figure 8: Claes Oldenburg and Coosje van Bruggen, Spoon-
bridge and Cherry, 1988, Stainless steel and aluminium painted

with polyurethane enamel, 9 x 15.7 x 4.1 m, Minneapolis Sculp-
ture Garden, Walker Art Center, Minneapolis, Minnesota
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“Spoonbridge and Cherry” (Figure 8) which is the product of
a mutual project he made with his wife Coosje van Bruggen in
1988 is among his most important works which visualized the
scale change in his works. The installation which presents the
image of a giant spoon and cherry located in the garden of an
art gallery also carries the traces of a surrealistic line both in
form (dimension, material, etc) and contextual structure (reason
for locating, its indifferent position to its surrounding, etc) This
work also presents the most significant demonstrators of freedom
opportunities for reflecting new intellectual styles replacing the
eclectic structure and superior aesthetics of postmodernist par-
adigm. Nature quitted being a subject of painting (modernism)
and reformation of its pieces, objects quitted reflecting the nature
of art (first tendencies of postmodernism) and a formed nature
image gradually became the expression of Oldenburg’s art.
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Figure 9: Claes Oldenburg, Dropped Cone, 2001, Stainless
and galvanized steels, fiber-reinforced plastic, balsawood; paint-
ed with polyester gelcoat, 12.1 m. high x 5.8 m. diameter, Neu-
markt Galerie, Cologne, Germany
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2000s present the reflection of a world perspective and so-
cial order in which the capitalist society was gradually replaced
by the information society and money and capital-focused way
of life was evolved into a new way of life which is focused on
information and speed. While the phenomenon of consumption
continued its strong presence in every field of life, the new cen-
tury has brought along an era in which new developments in in-
formation and thus social, political and art field are experienced.
This new era called as new avant-garde in the field of art changes
towards a new vision with the developments in computer tech-
nologies. While the art of painting is moving on a new figurative
line, sculpture transformed into big projects in an architectur-
al scale and photograph and film technologies acquired a new
identity with different dimensional characteristics with the devel-
opment of new techniques unreachable in the previous century
and graphic and typography fields acquired an interactive qual-
ity in media. Shortly, the first demonstrators of a new paradigm
started to emerge but the questions which could be answered by
the old paradigm were yet incomplete. This new era has brought
along some changes in the philosophical structure in Oldenburg’s
work, although not in formal scale.

“Dropped Cone” ( Figure 9) located on the top of a shop-
ping centre in Kdln occurred due to a locating project consid-
ered against the crowdedness of the city and the narrowness of
the streets. Thus, the work initially planned to be located in an
open area was located on the top of a building. The work which
became an architectural project also makes a referral to the cathe-
drals of the city. The counter shaped structure of ice-cream image
constituting the subject of the study reveals the image of an ice-
cream melting down the windows and reflects the understanding
of consumption which is a result of the popular culture in which
a product disappears rapidly starting from the moment it is re-
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leased and a new product replaces it. Also both its location on top
of an architectural building and the content of the subject chosen
revealed both the changing intellectual structure of Oldenburg’s
art and the social contradiction of the changing age by referring
to the fact of exaggeration in the society.

3. Methods

While the universe of the research was defined as the post-
modern period in art and the postmodernist artistic movements
that constituted this period, the works of Claes Oldenburg were
chosen as sample. An analysis was formed on the expressions
of artistic discourse was formed for the artists using the findings
acquired by making an interrelated analysis of the works of art-
ists chosen and these expressions were evaluated for the common
and different discourses by comparing with Claes Oldenburg’s
art. In the final stage, Claes Oldenburg’s works were mutual-
ly compared with the art of the era by analysing the descriptive
form and content and the formal structure of the works was ana-
lyzed by considering the formal structure, materials used, place,
technique and other characteristics and also the subject chosen as
content, the source of the trend and the semantic structure behind
the expression.

4. Conclusion
As the result of the analyses, it is observed that Claes Old-
enburg’s art carries the traces of postmodern art and new para-
digm’s basic dynamics, the concepts and images of the era were
carried to the concept of art by re-creating on an interdiscipli-
nary line and these works presented gradually move on a differ-
ent line from the artists of the era in terms of creating a new real-
ity. This new reality has centred on the images of the surrounding
world and has embodied these images into new fictional settings
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through distortions and contextual changes. This transforma-
tion improved by articulating on one another and Oldenburg’s
art gradually compels the borders of painting and sculpture and a
new aesthetical perception was created in the field of architecture
with the monumental works presented in the last period.

In this sense, it is concluded that as an artist of his socie-
ty, Oldenburg adapted himself to the changing language of the
changing world and information and technology, consumption
and creation concepts turned into observable qualitative items
and criticism and irony became the main language of narration
used for re-creation of the entity in the reality of the artist. Old-
enburg chose the images quickly consumed in a world changing
quickly as a subject and expressed the fact of humans losing their
importance in a commoditised world through his choice of ma-
terial in his sculptures and also the ironic reflection of the new
world understanding replaced by serial production and aesthet-
ics replaced by function through meta objects taken to heights
which melt, are softened and abnormal when their own reality is
considered. Even though these objects don’t present their exist-
ence with a significant teleological necessity, they are shaped in
the cultural environment of the new era as a demonstrator of the
individual estranged both to him/herself and the external reality.
As the result of these analyses, it was concluded that the force of
illusion creation present in Oldenburg’s works are caused by his
gathering the traditional forming methods and contemporary ex-
pression facilities and also the synthesis of many recognized re-
flection understandings of the past and the freedom of narration
in his period.
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