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We all know that humanity has used art since cavemen's time, even
today we can read their works and clearly understand the sculptor's
subject matter, beliefs and concerns like those rock paintings here
on lake Superior.
I was asked how I work? When I am challenged by that excitement
and curiosity called inspiration. I go , and work in my silent timestopper space in my basement studio, private space. I let the eyes
connect with the fingers on my material and try to bypass the critical
brain. I don't think! .. I feel. Thus, a sketch can develop into a
model. When I am drained out and ready to quit I throw a cover
over and walk away. Later next day or next week or in a month possibly, when I am in a critical mood I go straight to my models, unveil
the cover to examine and make the critical decisions concerning
their validity.
Creativity is part of the spiritual dimension of art, an element that is
completely independent from the physical aspect of "making something". I see creativity as an unconscious uncontrollable imagination that hits you like a 1000 watt bolt unexpectedly. Yet to get these
ideas fabricated and realized is a different matter. It calls for a different aspect of my personality. I respect each facet of my work. The
creativity and the construction. I demand satisfaction from each. I'll
explain:
There is the hot moment when I am conceiving the artwork and
there is the cold moment when I come back and look at it as an out-

sider. A viewer examining what one sees. It is like being triggered
twice. Once in conception and once in finalization, once when there
are no restrictions at all and once in the real world of "making it".
Speaking about; Large outdoor sculptures. The finalization stage; Le.
the construction stage, is an act of partnership with structural engineers and in my case fabricators. My job is to nurse it along and to
keep control over work quality, cost, installation, landscaping and a
host of other related activities. Not excluding my attempts to coherently write this introduction to this exhibit.
Of all possible shapes and forms I chose the simplest box like a cube
to become my vocabulary. Knowing that it is what I choose not to do
which defines me as much as what I choose to do. For me the geometric form of a cube or a box is as international and eternal like the ABC
of language. This geometry enables me to hint at things, feeling it
instead of spelling it all out. This way the sculpture can be as ambiguous, Yin/Yen as in many life situations. Yet it is possible to instill various emotions and to allow for a subjective perception in viewing it.
For I am a true believer in the subjective reception of the world
around us. I believe that the power of art lies in the fact that it is
seen personally and somewhat differently by everyone. Also, the
subjective keeps on challenging, evolving with time. It seems that
even the objective is good only while it lasts. Then we create and
accept an "adapted" new objective perception of things.
To sum it all up: My true "payoff" is not the achievement of the artwork, but rather the creativity involved. It dawned on me that everyone is an achiever and everyone has something to be proud of. So, it
is not the things I have achieved that interest me, but it is the potential. Achievements are things of the past, while potentials imply the
future.
"Potential" is the unknown quality that asks: Where do I go from
here? What is next?
From a talk delivered at the Art Gallery of Algoma

1993

THECANDCHIN-ROCK
commissioned

for the Canadian Embassy in Beijing, China
(Installed 1993)

The inspiration for this sculpture came from the geological history of
our earth itself. The granite stone from the quarry in Beebe, Q!.1ebec
expressing symbolically changing relationships. The rock was split
by focusing on the space created between the two entities: Asia and
the Americas ("the gap"); That space hints at the historical, cultural
and political, or the physical Pacific ocean itself, separating Canada
and China.
A single, solid granite block from the Canadian shield unevenly split
into two parts, which do touch each other on a hinge- like point. A
pivot. Creating the impression that the rock can or might close the
gap; Which is dark and cave like in the daytime but is brightly, invitingly and ceremoniously lit at night. Then the sculptural balance,
radically shifts. It becomes a new, different sculpture.
Note: I was told that the Chinese often remind us that they have
7000 years of past history. Truly, Canada has a short past comparatively. However, we have 7000 years of future history to make.
Not to have a very long past can be another kind of asset and a liberating freedom from too many precidents.
Note: A knowledgeable person at External Affairs was telling me:
"The Chinese people never spell out things, they only hint, They
speak in hints. Maybe we could install a dimmer on the lights
placed at the floor of the gap in the Candchin- Rock. We could use
the dimmer as a way of hinting, signalling bright relationships with
stronger lighting". To which I replied -"Wonderful! You are making
CANDCHIN- ROCK a working sculpture."
Hoping, the light will shine brightly forever after.

May 11, 1993

I have no doubt that if I were to ask the sculptors, my colleagues here how
they would tackle and utilize size and scale, we would have very many
answers. My experience is the individual, subjective self which is intrigued
and fascinated, which gets drunk, or happy, or sad, or which gets terribly
, shaken by art, by music, by POetry,by sculpture. We are lucky, in our own
time, to have such varied choices. During the Renaissance, it was perspective,
the landscape, anatomy, the figure. Artists were limited in their subjects of
contacts.
Since then we've broken a hell of a lot of ground. We experience speed in a
totally different way than ever before. If I were to express speed, it wouldn't be
with an Etruscan running horse. We think in terms of missiles. We have to
find other ways of identifying, of having a hold on what we are doing, what we
are and where we are in all this profusion.
I'm so happy, so excited when I go to an exhibit and see a sculpture or a
painting that grasps me, that holds me. I owe that sculptor three, five minutes
of my life, standing there looking at it and getting something from his work. It
stays with me. It's mine. It's mine because I was impressed by it, because it's
in my memory. It becomes part of me. I react to it. I am flexing my emotional

muscles. I'm flexing my personality muscles. I go through life a little bit more
"myself" than I was three minutes before. I really owe that artist something.
Sculpture is nothing more or less than a capacity, for me - a personal capacity, like musical ability which allows one to do something with sounds.
My vision of sculptors is that they are givers. They really want to give, and
they are happy when they are given a chance to give. I think that we are not
used enough. Our capacity is not used enough. We can do more than we are
doing, provided the mental climate
and other climates are developed
around this profession, and nurtured and fostered. Society must
work it out in such a way that it will
become very much part of our life.
In an affluent society, including our
own society right now, it's impossible not to turn to the arts just to get
this throb of excitement, the feeling
of the inner self.

Excerpts from a talk made at the 10th International Sculpture
Conference
Toronto 1978

QUESTIONS & ANSWERS
• Question: I wondered

where you fabricate your pieces

Kosso Eloul: Here in Toronto, in New York, in California. They can
be fabricated very easily in any metal fabrication plant, but have to
be finished before I take them to the fabricator. My experience is
that you cannot change your mind in a factory. Ever. You'll frighten
them, you'll confuse them. They'll say, "Look at him, he changed his
mind. First he told me to do this. Now he tells me to do that. This
guy doesn't know his business." A fabrication plant is geared to
work by the plan. If you change your mind about even a fraction of

an inch, to the fabricator, it's incomprehensible. If you want to
change your mind, change it in your studio. Otherwise, you'll just
confuse the fabricator, he won't do his best, and you'll get a lousy
job. So, I do my models at home. I do a maquette, one to one, in
plywood or cardboard. I engage myself as the viewer. I try to divorce
, myself from being the man who made it and become the man who
sees it, the man in the street.
• Question: How do you blow up a maquette into a full- scale
sculpture?
Kosso Eloul: Those little maquettes are on my table. After a while, I
go blind. I don't see them any more. I'm so familiar with them that I
just react to them as to the thought that I had yesterday. When I
become conscious of that, I cover them up. I don't want to see them.
At some right moment when I know that I'm sharp, wide- awake and
in a murderous mood, I look for trouble. Very critically, I peel off the
covering and look at my maquettes. If one of them gives me something, an excitement, a signal, that's when I touch it.
I calculate its scale very carefully because I can't afford to make
mistakes or changes on a 24' sculpture that weighs sixteen tons,
which takes up three floors of garage space, which needs a City Hall
permit and a 75 ton crane in order to move it.
• Question: A lot of your sculptures are on a grand scale, for the
outdoors. We were wondering why you work with that scale.
Kosso Eloul: You touched it very nicely because actually, it's scale.
There is a difference between scale and size. Scale is a self- contained harmony between the parts and if the sculpture is perfect in
I its own scale then the size is determined by where it goes. If the
same concept goes on a table, indoors, in the living quarters, or if it
goes in the entrance to a building, indoors, or if it goes outside of a
, building in the cityscape, or in a park situation or along the waterfront where you have the whole horizon, then the scale must
change, to fit in. Otherwise it's either overwhelming and then it's
oppressive or it's not large enough and then it's depressive - some-
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thing is wrong .
• Question: Your earlier
works were out of wood, stone,
and concrete, whereas you
now work almost exclusively
with metal. Why?
Kosso Eloul: The last time I
worked on a large scale in
wood was in Yugoslavia. I took
an oak that was about 4xlO'
and worked with it, and then I
found out that it makes trouble
for me. It has so much growth
in it and so much nature and
so much natural beauty that it
counter- acted man- made
decisiveness, so I had to go to
man- made materials. Stones:
we trust them. We walk upon
the earth on stones. Everytime
we want to make a building
impressive we use stone
because it's so basicL and so
trustable and so all- over- theplace. Mountains. The solidity of stone. I found stone doesn't suit
me for two reasons: reason number one is the layers - I worked in
quarries. I worked in Qiryat (Israel), I worked in many quarries at
that time - so I found out that the stone is limited to the size of the
layer - sediment stones are. With other kinds of rocks you have
other kinds of problems. But, basically, stone lacked that human
implication that man went to the dirt and pulled it out of the earth
and put it into the fire and baked that earth until tha~ metal came
out of it. So metal is very much of a man- made thing. And metal is
very much an expression of our own time and civilization. All you
have to think about is our own civilization minus steel! Then, what
do you have? You have what the ancients had - some bones and
some stones and some wood and that's all. Man became self- pos-

sessed when he discovered a way to handle metals. So it's natural
for me - I'm talking about today's concern and an updated material
- to choose metal over stone.
• Question: What of the element of colour and your sculptures?
Kosso Eloul: Well, since I'm not a colourist, then my dealing with
colour is only to emphasize the idea that is inherent in the shape
and in the form. For instance, in Montreal, in 1964, my sculpture
there on Mount- Royal has a red wedge in it. In Kingston, it's a yellow shaft. On Finch and Dufferin I have those three cubes. They are
blue. The one at "Shell Co." in Calgary is blue - dark, metallic,
Cadillac blue - it's an automotive colour.
If I feel that the colour can support or strengthen - like adding
weight to the sculpture, to the form, to the shape - I'd use colour. If
there is no special reason to use colour I wouldn't. I don't need it.
• Question: What influences your art?
Kosso Eloul: What influences my work? Why do I do it the way I do
it? I think that every artist, in that sense, is like a poet. Every sculptor is like a poet. Before long there are a whole lot of words that
become your personal vocabulary and they get more and more personalized; personalized in the sense that you can say with those
words all you want to say. It's again and again and again the same
words. It depends where you put them, how you put them, what you
do with them. You can sayan awful lot. And it ends up by digging in
deeper and deeper and deeper. You have a set of ideas and your
own personalized vocabulary and that's exactly what makes my
works look alike.
• Question: What about the uncanny unbalancing in your sculptures?
Kosso Eloul: I think that balancing, or the balancing act or the
dynamics of this is just very expressive of our time, our personal
predicament, our day and age, everything. The potential movement

of those shapes is very exciting. Impressive.
The difficulty for me in this interview is the fact that I have to use
words when my work is non- verbal. You just look at it and it grabs
you immediately. To find the right word is a hell of a chore. It's very
hard and quite a responsibility, and I'm quite conscious of the fact
that most of the time I just talk about it, maybe approximately once in a while I hit it on the nail - but it's not as clear, as simple as
the sculptures themselves .
• Question: You use the word "kinetic". Do you consider that your
sculptures are kinetic because the climatic environment is changing?
Kosso Eloul: That's a very exciting question indeed. I heard from a
person who said, "Since we live in our minds, since we live in our
brains, I don't even have to make the sculpture, physically. I can
imagine it. I can just think it, and that's as much titillation for me
as anything." He said that just defining the concept with words is
enough. My answer to him is, "Why talk about it, then?" Because if
it's all in the mind, then even the word is superfluous. If you go that
route, at the limit you will find that even saying it is not necessary.
To give you an example: We were sitting at Max's in Kansas City, at
the height of the conceptual trend. I was excited by it and I said to
the people with me, "I've got a terrific conceptual sculpture. In
Central Park, N.Y.C.,at the Bethesda fountain, you place a single
stainless shaft in the water. It should be four or five stories high, so
that it can be seen by all. You place another one in the middle of
Peking, in a little pond there, coming out five stories high, but geodesically absolutely correctly, lined up with the New York shaft.
When you look at the one in New York, you know that the Chinese
have the extension of this sculpture down there and they know that
ours is in New York. In this way we will unite the world symbolicaly".
The key is that now that I've said it, I don't have to do it. That saying
frees me from doing it... My excitement about "doing" is very elementary
and basic, partly because I'm not all that cerebral. I'm definitely not an
intellectual. All sculptors are do- ers. They are all physical people. I'm
very much a physical person, although I would like to be both. I would

like to have the tug and tussle, the conflict of the two. The mind, the
emotions, the body - all that in one unified thing - Le. my own self.
• Question: A lot of your sculptures are in front of buildings. How
do you feel about the settings for your sculptures?
Kosso Eloul: Yes, well, I could imagine a sculpture outside in the
woods somewhere, where it's a self- contained thing completely. Of
course I'd like lots of people to see them; but, I can conceive of a
sculpture that is placed in a place that maybe only five people a
year get to. It has to do with what's right for that sculpture.
Sculpture, when it's successful, has a lot of its own life, free from the
guy who made it. The guy who made it can go and disappear and
most people who see his work don't even know of him, & don't meet
the artist. For most people it's an encounter between them and
themselves, and "them and themselves" is the key thing to the
whole work, free from the guy who made it. That's the beauty of
sculpture. It becomes independent.
If the work is independent of the person who made it, if it lives on

its own, then it can stand in many places .
• Question: Could you give a definition of creating sculpture?
Kosso Eloul: It's a love affair between the emotion and the intellect,
where they fuse together. Otherwise they conflict with each other.
Many times we foster one at the expense of the other. We say, "Go
to a doctor who is a specialist in the left nostril: ...that sort of thing.
We separate things, then we fall into the gap between them.

KOSSO ELOUL
Kosso Eloul is an internationally- acclaimed sculptor. His works
grace various public and private collections around the world. He
has won numerous awards and received considerable commissions
and prizes.
He settled permanently in Toronto in 1969, and has integrated himself in his adopted country, Canada, through his sculptures. He has
been called upon to celebrate many occasions including:
The Ontario Bicentennial (Sculpture and time capsule installed at Ontario
Place, 1984)
The Toronto Sesquicentennial
Church Sts.)

("Meeting Place" installed at Bloor

&

The 300th Anniversary of Kingston ("Time" installed at the Kingston
waterfront)
A Cultural Exchange Program between Canada and Mexico (Signalos '78"
installed in Mexico City)
A granite sculpture for the Canadian Embassy in Beijing

Art critics have written that simplicity is Kosso's hallmark. "His sculptures are minimal as far as their number of elements are concerned,
being composed of only two or three large, purely- abstract, rectangular blocks of metal with a conspicuous absence of ornament.

Positioned in such a way as to suggest ongoing motion and tensions,
they are metaphors of life exemplifying the rapid pace and constant
change on our society in a unique and perceptive way. A pleasing
whimsical component also underlies the more serious intent"

Meeting Place 1984 Collection. City 01Toronto

