
With Spider, viewers are confronted 

by an oversize version of a creature 

most would view with terror at its 

normal, tiny size. The knobby joints 

of the spindly legs are arranged at 

various heights and imply movement, 

but the delicate egg sac hanging 

from this spider’s belly is a clue that 

suggests this creature should be 

seen as more than the stuff of night-

mares. The artist, Louise Bourgeois, 

has been using spiders in her work 

since the 1940s, and in the 1990s 

began sculpting them into colossal 

forms like this. Surprisingly, she sees 

them not as ominous predators, but 

as a symbol for her much beloved 

mother. The artist’s own words ex-

plain her intentions best, “My moth-

er, who like a spider, was a weaver. 

My mother was my best friend. She 

protected me and was clever. I want 

them [the spiders] to envelop me and 

protect me. I want them to be strong 

and monumental like my mother. But 

my mother was also ill. They reflect 

her strength as well as her fragility, 

since they balance on tiny points.” 

As evinced by this quote, Bourgeois 

mines her personal biography, par-

ticularly her childhood memories, as 

the basis for her artwork. The allusion 

to her mother as a weaver refers to 

the Bourgeois family’s tapestry resto-

ration business, in which her mother 

was the chief seamstress. The state-

ment also reflects the untimely death 

of Bourgeois’ mother who passed 

away when the artist was just 20 

years old.

SPIDER, 1997
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LOUIS BOURGEOIS
(AMERICAN, BORN FRANCE 1911)
BRONZE
90 X 88 X 86 INCHES



Despite steel’s well established use 

in 20th-century sculpture, Rich-

ard Serra chose to work with this 

medium in part because he felt the 

ubiquitous metal art of the time was 

not using the material for it’s inherent 

qualities—qualities he understood 

because of his early jobs at steel 

yards. Of this he said, “It had not 

been used for its weight, its coun-

terbalance, not for its cantilever nor 

its stasis nor gravitation load. It had 

not been used in the way that it had 

been in the Industrial Revolution in 

terms of building processes and pro-

cedures. Instead what they had done 

was to cut and fold it and use it as 

kind of three-dimensional surrogate 

for painting.”

Five Plate Pentagon is a sculpture 

comprised of five unpainted, steel 

plates assembled together in a man-

ner resembling playing cards deli-

cately balanced against one another. 

Air gets into everything even nothing 

further investigates Ugo Rondinone’s 

interest in time, displacement, and 

the relationship between natural 

and artificial environments. While 

this sculpture is at once realistic—

it’s an exact replica of a still living 

2,000-year-old olive tree—it is also 

a man-made construction fabricated 

from aluminum and covered with 

white enamel. Rondinone plays with 

the idea that the original tree is a 

living entity with deep, history-rich 

roots, while this ghostly image has 

nothing beneath its surface to affix it 

to a permanent location. 

AIR GETS INTO EVERYTHING 
EVEN NOTHING, 2006

UGO RONDINONE
(SWISS, BORN FRANCE 1963)
CAST ALUMINUM, WHITE ENAMEL
155 7/8 X 157 1/5 X 118 1/8 INCHES

FIVE PLATE PENTAGON, 1986

RICHARD SERRA
(AMERICAN, BORN 1939)
STEEL
60 X 72 X 113 INCHES
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While it can be tempting to look for 

a narrative inroad into the piece, the 

artist is not concerned with convey-

ing any specific story or emotion. 

Instead, the work is about the formal 

properties of the unadorned steel, 

the lines in space that are carved 

out by the plates, and the viewer’s 

interaction with the sculpture in a 

given moment.



Ellsworth Kelly initially emerged as 

a leader of the Hard Edge group of 

Color Field painting in the 1960s 

with his large, bright, ovoid shapes 

that contrasted with sharp, rectan-

gular color-plane backgrounds on his 

canvases. Kelly moved to shaped 

canvases, which naturally led to free-

standing sculptures. His sculptures 

present the same geometric shapes 

as his paintings, although created on 

an environmental scale and con-

structed of industrial materials like 

Cor-ten steel. 

Untitled is an elegant obelisk that is 

surprising to walk around and view 

its relationship to the park. When 

viewed straight on, the form is sturdy 

and full, with an assertive shape. 

Moving around the sculpture, it takes 

on a more fragile appearance, almost 

completely disappearing into itself. 

The situation of this piece in the 

center of the park is well considered, 

encouraging viewers to actively no-

tice the environment of the park and 

its urban context. 

UNTITLED, 1994

ELLSWORTH KELLY
(AMERICAN, BORN 1923)
STAINLESS STEEL
240 X 22 X 2 INCHES



SCOTT BURTON
(AMERICAN, 1939 – 1989)
POLISHED DEER ISLAND GRANITE
32 X 34 X 18 INCHES EACH

SCOTT BURTON
(AMERICAN, 1939 – 1989)
POLISHED ABSOLUTE BLACK GRANITE
28 X 22 X 22 INCHES

Like many artists of the 1960s, Scott 

Burton was interested in blurring the 

line between art and everyday life. 

His approach to achieving this was 

to make sculptures that function as 

furniture and place these pieces in 

public spaces where people would 

be invited to use them. His artwork 

begins with refined, immaculately 

constructed furniture like this table 

and chairs, but only becomes com-

plete when visitors actually use the 

CAFÉ TABLE I, DESIGNED 1984, FABRICATED 1992

SEATING FOR EIGHT, DESIGNED 1985, FABRICATED 1989 – 90
pieces. Thus, Seating for Eight and 

Café Table I are the only sculptures 

in the park that visitors are allowed 

to touch. Two distinct artworks that 

have been combined together, here 

they function as a central resting 

place in the park. The cool, smooth, 

granite seats form a democratic 

circle as opposed to a hierarchical 

“head of the table” arrangement. 

The sleek lines and balanced curves 

of the work reveal Burton’s elegant 

sense of design, as well as the influ-

ence of the Minimalist art move-

ment of the 1960s and 70s. Burton 

was also conscious of the inherent 

beauty of the marble he chose as his 

medium, polishing it to a high sheen 

that highlights the grain and color of 

the stone.
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Tony Smith’s earliest sculptures date 

to his days spent quarantined from 

his family while he recovered from 

tuberculosis. The ample supply of 

medicine boxes used to treat his 

illness provided the medium for his 

small scale models and his imagina-

tion. Smith’s long year career in archi-

tecture was also highly influential on 

his output as a sculptor, evidenced 

most directly in the large scale of his 

work and the building-like manner in 

which his shapes interact with their 

surrounding space.  

TONY SMITH
(AMERICAN, 1912 – 1980)
PAINTED STEEL
91 ¼ X 224 X 135 INCHES

WILLY, 1962
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TONY SMITH
(AMERICAN, 1912 – 1980)
PAINTED STEEL
120 X 144 X 120 INCHES

MARRIAGE, 1961

Marriage and Willy are among 

Smith’s important early large-scale 

works. In both sculptures, Smith 

masterfully combines abstract geo-

metric forms with human character-

istics. The works’ titles, a person’s 

name and a dominant cultural institu-

tion, imply specific interpretations 

for each of the sculptures. Formally, 

Marriage offers an arch for the viewer 

to pass through, and presents a sort 

of dialogue between the various 

connecting rectangular blocks. Willy 

involves more complex polyhedral 

shapes. Here, the flat black planes of 

steel twist into each other with less 

geometrical order, suggesting an an-

thropomorphic (or human) form. The 

title comes from a Samuel Beckett 

play Happy Days (1961), in which the 

character “Willie” crawls submis-

sively around his wife, who is buried 

waist deep in mud. 
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