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HANS HAACKE

INTRODUCTION:

in freely hanging plexiglass tubes up to one metre long, trapped
air bubbles are set in motion, and prowl up and down like caged
animals;

Mi ’ Drops fall slowly through, one perforated discinterpenetrate.
onto another which has a different arrangement of holes. heads of

steelcondensation run down the sides of a glass box.
copper heating element beneath. Obstacles arepillar melts ontoM a

the slowness of motion calls for aarticulated as sources of form;
corresponding intensity of concentration.

DI create something that lives in time, that makes the spectator
to articulate something natural'experience time

n Above the stream of air from a ventillator goose feathers fly,
balloons bob, rage twist and turn in the a/r, pieces of blue sail

Di cloth flap in waves weighted with small lumps of lead.
flexible substance, my tools are the laws of nature".DI

Di To make something that is indeterminate, something whose shape cannot
this is how Haacke formulated his aim.be accurately predicted;

M

■
i
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’■ I

"My materials

■To

Ice on a

or else red and blue liquids of different densities

a~e air ana a
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CHAPTER I

The early works and their context:

In comparison with other contemporary artiste,Hans Haacke's
work finds itself uniquely ■balanced between American and
European post-formalist Art.His early water boxes,the condensat-M ion cubes,free floating balloons,sails and freezing constructions

M
could sense at that time a budding

id counter-movement to t> e prevailing mannerisms of painterliness

ano decorative expressionism.H
can perceive in Haacke's work of this period metaphysical;.e

year in Paris0
DI
0 Gunther Ucker held a number of exhibitions (1956-66) under the

title cf Group Zero. (2) Shadow's, raised relief's, reflective0 surfaces, artificial lighting and night-time spectaculars

0
0 the I92Cs.

In the early 1960s Haacke ■ s inc j.ded in a number of import-H
0

Haacke 1965 kr.c. with0 Amu rican

0

reveal a direct, affinity to New Tendency/Zero 'aesthetics in 

Europe.(ca.J956-68) I 11 One

-cuu. nec cc . c<■ a cm c j. ty i the 5 o r : g r

links with Jean Tinguely's machines and also with Yves Klein's

near Haacke's home city of Cologne,Otto Peine,Heinz Mack and

magnetic sculptures cf the Greek artist,Takis.In Dusseldorf,

played a major role in Zero's plastic principles.Some of these

s’jc-ee; s in murope,

ant Zero exhibitions (e.g.London,Ulm, Amsterdam, Berlin. Venice 

on D.C. ).0r. the strength of so.-,

ideas were revived from Constructivist and Bauhaus pedagogy cf

(1960-61) was also valuable in that he came in contact with the

transformation of the elements of nature. Haacke's
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fullbright scholarship in Philadephiawif e.
H On his return the situation had changedand New York from 1961-65.

that many of the plastic aspects of New Tendency/Zero art were veryso
much in vogue, although it continued to remain in direct opposition

H formalist paintingto the prevailing forces of Americal
and sculpture.

M
In numerous letters to■ Jack Burnham, He began to show

in systems as they began to take root in the real world, at the same
Hehis fellow artists.time a growing cynicism towards

N became very wary of the chic-superficiality that surrounded so many
of the kinetic light performances in which he first so willinglyin letter of his recounts the installation of the air

B
01

into the well-composed installation in preparation for the

Of HeopleSoon everyone was smashed out of his skull.party.
TheN Throwing foam around from Medall'swere

patroness danced over my white flow-piece and had a ball,

0 other works were treated like fun-house furniture. Drinks
made a profit of $500 - $10 worth of catalogues were sold, and0 the place was a mesfeL

a1 popular success?

1 ago,

I

I could be cynical now and ask, 
making an effort to become

Willoughby aid not attend the party 
given in his honor afterwards.

participated.
art exhibition put on by 'Willoughby Sharp in the spring of 1968.

a very good friend of Haaoke's at the time

an hour before the opening tables and chairs were moved

a growing fascination with his own

He had lived with a

"Cloud Canyon".

sone of

am reminded of the Tennessee museum 

curator who called the gallery (Howard wise) a littlewhile

"mainstream"

is it for this public that I am
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Hans Haacke. Hydraulic Circulation System, 1969. Fluid in plastic tubing. Approx. 15
< 24'. Courtesy Howard Wise Gallery, New York.,,

Vhite sphere in air-jet,1959
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M
asking for an artist to giveM There remains a greatinauguration dinner at the museum.

■ (5)demand for court jesters.

M Part of the bewilderment we experience when faced with the changing
op, Kinetic,

11
work of a single artist like Haanke who has ridden most of theseH
ensuing waves.

H
the universftL'tty ofTwo basic premises underlie the work of Haacke:II The artists business requiresart and the pervasiveness of change.

He works in reference,his involvement in practically everything.II In his studynot to a section of the world but to the whole world.

II in his reading of philosophy and science and in hisof the world,
observation of the flow around him he came to accent the idea thatB
that is always on the move, never permittingB In his awareness of himself, his relationships with friends and

B society, in group and international interrelations he observed
total absence of something solid and forever unchanging, nothing

B
I He ceased to look at art as futile, temporary attempts to "arrest

fl
fl His art negates the

fl notion of static being and

I

things, to create a haven of still waters" and began consciously 
to let his art express the fluid, the temporal, 
ephemeral, the tenuous. museum, the mausoleum

art as endurence, the platonic ideal of

modes of contemporary art - abstract expressionism, pup,

a happening at the end of his

"a

environmental and conceptual, can be reduced when one examines the

the transitory, the

the world is "something dynamic, something that constantly changes, 
a status ouo". C21)

ever remained the same".
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his art is the affirmation of inconsistency, thepermanence;
illusion but is real.

the content of Haacke's first works.■
paintings were made to appear as though they had been exposed to both

41 Theytime and weather, showing sign .-s of decomposition and decay.
motionbut it was an arrestedrecords of the painter's motion;wered His next paintings (l96p)and the marks of time were illusionary.

d The change was from an illusionwere optical illusions, op art.
on the actual canvas to illusion in the eye of the spectator and until

d recently the spectators active participation has been an important
element in his work.d

d In 1961 he made reflective paintings or reliefs which would change
from place to place since they reflected their environments; they

Since they reflected the spectatoralso changed in changing light.
and the place, there seemed to be no need to keep them on the wall.
They became deeper and deeper and finally left the wall; the

fl This was not an accident, but the resultpainter became a sculptor.
of Haacke's attempt to eliminate illusion. The painter does not have

d to fellow the laws of nature tut can be a master of the arts of
It was for this reason that Leonardo thought paintingillusion.d "Sculpture reveals what it is with littlesuperior to sculpture:

fl effort, painting seems a thing miraculous But if one wishes

fl

■

represents, 
then sculpture becomes preferable.

Impermanence and motion were
While a student in Eassel during the late fifties, his Tachist

art to reveal what it is rather than what it miraculously 
or if one wishes to deny illusion

acceptance that change is not an

” (5)



Blue sail,1968m

0
Single Dropper, 1963 
Acrylic plastic, water. 
To be turned over. 
144" x144'x 4%’
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It is almost impossible to eliminate illusion from paintings, or as
a

exposed to his scr.qtiim5

M
Ml had:

HI The effects of aerial perspective are outside the scope of■ They can reither represent transparentthe sculptor's work;
bodies nor luminous bodies nor angles of reflection nor shining

nor an infinitenor dull heather,bodies, .... nor mists,
number of things.rt

a Haacke has taken as his sculptural province precisely those things
the difference is that he does notLeonardo said he could not do;

represent them, he presents them as they actually are.

By giving up illusion many contemporaries have come to accept the
limitations of the laws of nature, laws which determine that one

scientific knowledge gives artists acannot do without magic;
But Haacke does not wart to be seen ascertain command over them.

"It is not the artists job to make the
science classrooms.demonstrations more stylish".

■ missionary aspect. He feels an

haacke says regarding paintiugi'Never are they willing to take 
stand, to commit themselves to the viewers space and be fully 

consequently there is always a credibility 
gar". New materials (and old materials previously over-looked) have 
freed the sculpter of many of the limitations Leonardo thought he

Although he has 
been associated with various groups concerned with relations between

art, and he is ornosed to E.A.T.'s (67
as aart and technology, he does not see technology 'saviour’ of

a 'scientific' artist:



Rainbox. 1963 
Acrylic plastic, water. 
To be turned over. 
14/r x 14 V x4V

Grass Grows (seeded and growing in exhibition) 
Grass Mound in Earth Art exhibition at Andrew 
Dickson White Museum of Art, Cornell 
University, February, 1969.
First version appeared at MIT in 1 967.
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artist should be aware of his environment and that

influence." Technological means have helped him move from the

illusionistic to the more real - to the more physical qualities■ that he has persued.

IM Haacke is equally disturbed when his work is seen as romantic or

IM "return to nature". Though his work is often concerned with
nthe forces of nature, this he says is due to expediency rather

Natural responsive systems and organic
systems are cheaper to use and manipulate than mechanical or

they are also more complex, otherwise, he hascybernetic systems;

Bl He is not blury-eyed about science or about nature;no preference.
he is neither nostalgic about the past nor about the future (as
are many scientizing artists); rather he is involved with the ever
present present, the flow we call row.

Haacke's concern with dematerialization, transparency, and motion
led him to use water as a material. His many water boxes explore

flow, cohesion, specificthe various properties of the medium:

thunder and lightening). Most of these pieces were contained in
plexiglass boxes - cubes, slabs - neutral shapes like minimal

Within these containers the liquids were shaped andsculpture.

■

transformed by their natural properties and the laws governing the 
the processes.

as a

"exposure to the
ideas of science, even on an amateurish level, has considerable

gravity, condensation, waves, steam, ice, mist, rain (eventually

than a love of nature."
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Stow Bubble. 1965-68
Acrylic plastic, vtscous liquid, air. 
To be turned over.
15' x 2’4’ x 2’/*"
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when Haacke completed his 'condensation cute' (1965) he realised he
A system which did notsystem.

Haacke saw hisneed motivation by human or mechanical power.

condensation box more in terms of intellectual, and the slow

I was very excitedttHe writes:beauties of its kinesis and light.

about the subtle communication with-a seemingly sealed off environ­

ment, and the complexity of interrelated conditons determining a
M meteorological process."

■1 condensation caused drops to form onInside his plexiglass cube

m the container's walls. When the drops grew too heavy to continue
to adhere, they ran down the sides, creating everchanging patterns,

Bl traces recording the history of the process much like his earlier
Tachist paintings, but now entirely life-generated and not frozenBl The steam box and the ice box worked together, the latterin time.
living off the former like a parasite.

In works dealing with natural elements decisions as to shape, colour,
composition, texture and spatial arrangement were decided according
to practical considerations of fabrication - these in turn tended

The systemic notion of internalto clarify the systems involved.
and external boundaries reflects the idea of a "dialectics of

In regard to this Haacke speaks of the "Independ-
Yet*

overtones■ of their environment. According to haacke, this produces in the

!■

ance" of his systems as self-sustaining functioning entities, 
their fine art context allows them to share the cultural

had created a 1 self-stabilising1

transformation."



Live Airborne System, 1965/68

*31
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Wind in Water Snow 
Demonstration December 15, 1968. on 
Studio Roof, New York.

_

Spray of Ithaca Falls: Freezing and Melting of Rope 
February 6, 7, 8 ... 1969
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Thus hisviewer's mind a condition of conceptuel oscillation.

(e.g. as
For Haacke thisin dialectic conflict with previous art.

irresolution remains of prime importance.

<11
work as well with air,to liquids, Haacke began to-M He floated

H
II

■1 11he wrote in
The unfolding of thewhich are constantly influencing each other.Ill

skill of the 'wind player''.'
fabric, his tools are the laws of nature.

Throughout Haccke was concerned with forms and patterns that could
The condensation pieces and the airnot be precisely determined.

suspension pieces presented constantly changing forms bound bnly
In

0
food for sea gulls which would be attracted to the specified
location and make a living, flying piece.
used, at
Coney Island.

own shape can be seen in
his crass pieces. The first one was a plexi-cube with shaggy grass

I: ■

organism in a harmonious manner depends on the intuitiveness and
His materials are wind and flexible

N[

permitted even greater transparency and immateriality.
chiffon sails, ribbons, balloons on jets of air, restoring the

The wind-driven fabric",pedestal, though invisible to sculpture.
behaves like a living organism all the parts of

The proposal was not
and he finally realised the piece in the Winter of 1970

Another example of how Haacke began to let the 
material entirely free to determine its

Discovering that the laws of fluids apply equally well to air as
a material which

by statistical limits, and by the walls of the containers.
( Per an exhibitO"

1965 Haacke proposed which was to be held in Holland) to provide

"art"

art may be seen for its active participation with the environment 
on going physical proces~), or it may be construed as
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The second was a free form mound of earthgrowing from the top.

The piece was executed in

the gallery at Cornell University in February 1969 for the Earth

art exhibition.
IN

In an interview which Haacke made for Art and Artists magazine in

1970 he spoke to John Anthony Thwaites about

M In the interview he explainsin the John Weber gallery in Few York.
to Mr. Thwaites about some of his earlier water boxes and his more■I recent growing piece

■1 I have admifed your work from the time of the drippingThwaites:
boxes and condensation boxes onwards for their classic
simplicity, but don't you think that in some of the

'reductio adiabsurdum' ?
For instance, "The goat in the woods." What is really
proven by tying

forest and letting him nib:le, except that if you do

tie up

I don't try to prove anything. With the goat I haveHaacke:
not done anything principally different from letting£ water drop through a hole. Something very simple and
even banal. An animal feeds off its environment and

* thereby changes its environment and itself.

one
conscious of the almost symbiotic interchange.

Hl

Presenting
this relationship in an isolated context makes

sown with Winter rye and left to itself.

"Gerichtetes Wachstom" (bean plants).

a goat that is what he will do?

N
H is

later ones that verges on a

a current exhibition

a goat up at various places around a
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- but the water is dropping as you said before -Thwaites: a
situation which you have set up. Whereas the goat
situation isn't really one you h9ve set up, everybody
knows that goats have good arpetites - where is the
statement?

BothEverybody knows that water drops through holes.Haacke:

111 situations are set up and both follow existing patterns
of natural behaviour.

In .the case of the bean plants that you planted in theH Thwaites:
exhibition - it was suggested thet this was really an

situation because you had to give the plants
strings to grow along in a different direction than they

Bl would otherwise normally have taken.

The fact that I took soil into the gallery, that I plantedHaacke:
indoors instead of outdoors and that I pulled strings at

angle and not straight for the beans to grow along,an
all these circumstances create a friction between something

It is this which makescultural and something natural.K Only due to a shift out of thethe system recognizable.
normal can we percieve common things anew, and in a way
that they become transparent for meanings beyond themselves.

The clouds he made on the

the roof by the wind. In

Li "artificial"

In d968 Haacke began to use air pressure to separate water into tiny 
particles, creating mist or light rain.
roof of his studio would be swept over
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December he sent invitations to a show on his roof; the night
before New York had it's first snow. when the spectator climbed
the steirs to the roof, he could look out and see snow sculptured

Haackes atomized water had vapourised andinto waves by the wind.

M formed clouds which were to fall as snow back on the spot where
He controlled the weather.they had originated.■

In February of the following year he made an ice piece below theIII falls at Ithaca near Cornall by stretching a rope around which he

HI Spray from the falls settledhad wrapped screen, across the stream.
on the rope and froze, creating a frosty white coating which continued

H icicles grew from the rope as the sun meltedA fall ofto grow.
Eventually the weight of ice pulled the ropesome of the frost.Bl down into the flowing water below, completely altering the shape

Bl and appearance of the work.

01 The movement towards transparency has lead Haacke towards things
"The surface visual appearance iswhich are not visible at all.GM intriguing, but if that were all there were it wouldn't be much".

IM He visualized possibilities where the object would not be important
Environmental and social systems were similar to the workat all.£ he had been doing, and indeed in late 196? and early 1970 this was

the direction Haackes work took.M
M
M
M
I
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ARE THE RICH A MENACE?
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not.

Advertisement in The Nev/ York Times. June 6.1977
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Some people think they are, so let’s look at the record.
Suppose you inherit, win or otherwise acquire a million 

dollars net after taxes. That would make you rich, wouldn’t it? 
Now, what’s the first thing you’d do? Invest it, wouldn’t you?— 
in stocks, bonds or in a savings bank.

So, what does that mean? It means that you have fur­
nished the capital required to put about 30 people to work.

How is that? National statistics show that for every per­
son graduating from school or college, at least thirty thousand 
dollars of capital must be found for bricks, fixtures, machinery, 
inventory, etc. to put each one to work.

Now, on your million dollar investments you will receive 
an income of sixty thousand, eighty thousand, or more dollars a 
year. This you will spend for food, clothing, shelter, taxes, edu­
cation, entertainment and other expenses. And this will help 
support people like policemen, firemen, store clerks, factory 
workers, doctors, teachers, and others. Even congressmen.

So, in other words, Mr. Rich Man, you would be support­
ing (wholly or partially) perhaps more than 100 people.

Now, how about that? Are you a menace? No, you are

Tiffany&Co.
FIFTH AVENUE & 57TH STREET 

NEW YORK
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CHAPTER 2

Haacke's political growth:

'In reading over Haacke's letters before d968 I was struck by theHI
absence of political remarks, although Haacke has always impressed<1 Compared to most artistsle as being a keenly political figure.

He has anHaacke's reading interests remain abnormally large.
HI addiction for news periodicals, Der Spiegel and the New York Times

Haackes emotional energies are periodicallybeing always at hand.■ directed by current news events and how they fit into his particular

■I Political art as such has rarely interested Eaacke,world-view.
usually, I suspect, because of its labouredness and predictability.

0
0 Haacke lived as a child with his parents in Cologne and in a

•M He retains memories of the period ofsuburb of the city of Bonn.
His parents wereWorld War H when he was 3 to 9 years of age.

M his father was a member of the Socialist Democraticanti-Nazi;

Party as a youth and he later became0 synthesis of mystical beliefs banned by the Nazis. His father lost
his Job with the city of Cologne because he was not prepared to Join

Survival under such circumstances meant that Haackethe Nazi party.

0 was taught from his earliest years to be completely discreet about
his family 's views among his school friends and with adults. This
has engendered in Haacke anonymity.
Haacke still refuses either to sign his art works
grapts-to be taken of him.

a certain natural secretiveness and

a follower of AntroposopWy , a

He maintains that socialist realism has nothing to offer.' (7)

or to allow photo­
Given the American mania for publicity
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However the objective

and anonymous eharacter of his work almost demands it, and this is

particularly true of his later political pieces.

HI
Haacke's willingness tc bring social issues to the public's41 attention may be in part due to his year in Paris after he finished

HI art school (1960-61) . •t the time he had the opportunity to witness
police reprisals against students, intellectuals and leftists who

M marched in protest against French colonial policies in Algeria.
Involved as he was on the fringes of these sometimes violent■1 demonstrations, it seemed obvious that the police were organised

HI into para-military squads so gs tc protect, not the civil order,
but the interests of the white Algerians.

HI

nations policies - even as the existing policies proved to be grossly
wasteful and immoral. Collectively, it generated a vast degree of
frustration which had no effective outlet. Artist committees 1

rallies, ano petition signing were token efforts which only gained
in effectiveness as they became nation-wide. At the occasion of
Kartin Luther Ling's assassination, Haacke wrote in a letter dated
April 10th, 1968:

came ;as a great shock.
were gloomy for days and still have

H

Last week's murder of Dr. l.inp- 

Linda (his wife) and I

the
For Haacke as for m?ny Americans Vietnam war provided 
enervating exposure to the near futulity of trying to change a

a long and

particularly in the arts, sports and politics, this arpears some­
what odd, something on the order of a phobia.
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not quite recovered. The event pressed something into
focus that I have known for long but never realized so
bitterly and helplessly, namely, that what we are doing,
the production and the talk about sculpture, has no
relation to the urgent problems of our society.
Whoever believes that art can make life more humane is

Mondrian was one of those naive saints ...utterly naive.
Nothing but really absolutely nothing is changed byM whatever type of painting or sculpture or happening you

HI produce on the level where it counts, the political level.
Not a single napalm bomb will not be dropped by all the■1 Art is utterly unsuited as a

No cop will be kept from shooting apolitical tool.BI black by all the light-enviroh.me’its in the world. As

HfUH
number of years and I

sudden itwas never really bothered by it.
I an also asking myself, why the hell am I work­bugs me.

Again an answer is never ating in this field at all.
hand that is credible, but it did not particularly disturb

IM I still have no answer, but I am no longer comfortable.me.

r* In Haacke's work real/Historical time (8) and measurable space
have replaced the ideal or magic time and space context in which*
previous art normally functioned. as an extension of the real-

heady-maies.0 everyday objects in his art. or
But unlike Duchamp

i.

n

E

time systems concept, Haacke's woks quite often bear a resemblance 
>to parcel Duchamps

I've said, I've known that for a
All of a

shows of "Angry Arts."

ike Duchamp, Haacke employs 

Often their meanings are inverted 
heightened by their usage in a gallery or museum.

allies of funotiOT8i obJects an. cmvent.ons cont.nue



16

operating in their normal way and are not meant to be baffling
Their purposes are genffslly apparant.or esoteric. Haacke has

used tele-type machines, refigeration machinery, chicken incubators,

polling devices, and sewage filtering equipment in a relatively

straight forward manner. Haacke bows to the fact that Duchamp

paved the way for such an approach. He experimentally demonstratedIH that the context in which the object was shown can change its
■n* connotation and since art is in the business of meanings the context

has not only to be reckoned with but can become an integral part of
HI the work.

HI A point of focus for Haacke's first political art was his 'Gallery-

Hl
Visitors were requested to mark withDew York during November 1969.

Ml pins their place of birth and present residence on large scale
maps of New York City, the area within 5>C miles of New York, the

This piece was extended by a seriesUnited States and the World.
of photographs taken at all locations marked as residences with
pins on the lianhatten map, which was exhibited at the Paul Maenz

[W For Haacke it wa~ revealing justGallery, Cologne in January 1971.
how closely confined the gallery-going 'world' really is. This and*

relatively narrow
* snectrum of professional and economic interests.

0 was
withheld from* until the day

.-.aacre suspected that the museum
*

n

I.

1

(j£E 01/M)
There was also the 'Rockefeller Poll' for which the Question

subsequent polls proved that it represents a

.c.„.ed t..e yointec.ness of has political question, but on

Goers' birthplace and residence profile' at the Howard Wise Gallery,

the exhibition organisers at the Modern 
before Haacke's show ves to oren.
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-!':’OMA poll, 1971
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if'yes'
please cast your ballot into the left 
if'no'
into the right box.
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-. ^uiu me tact that Govemot Rocket eKer has not denounced President Nixon’s 
Indochina policy be a reason for you not 
to vote for him tn November ?
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the ether hand their sense of public relations prevented them from
Before the Rockefeller Poll Haacke hadmaking an issue over it.

submitted several proposals for the
(1971) at the Los Angeles County Museum. He sent plans for several

environments and his most interesting proposal,and 'warm-cold''wind'
It consisted of41 the museum which was to receive on a real-time basis, television

HI images from
This proved toothem from a revolving projector onto the wall.

H project, as didt!complex and costly for the"/.rt and Technology
another work which was to be en ongoing computerized poll.■I Certainly the last two mentioned proposals have mild political

EK overtones and it became clear to Haacke that ary museum could
technological and cost basis andn

It also became apparent that art could be used to greesebias.

not excluded.
function under specific idealogicalall galleries and Eusemos

at constraints.

Haacke has been Questioned as to why he even bet- ers to show his

* work in a museum or gallery content since it appears to represent

* practical academic pursuits. his reply is that he sees the museum

and gallery context as an absolutely necessary element for theHL meaning and functioning of his works-

foil of the

reject a proposal purely
thereby use this as a convenient smokescreen for their idealogical

4
0

p 
■I

in other words, in his 
attempts to desecralize art, Haacke needs the dialectic

the idealogical wheels of museums and businesses, his own works
Thus since then he has worked on the premise that

a moving truck scanning greater Los Angeles projecting

"Art and Technology" project

on a

a cylindrical room in

a negation of high art values, and to have more to do with various

"Environmental transplant."
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art environment to provide the necessary contrast. For Haacke a
book of his polling results would provide little social weight
in the art world. The questions had to be asked in the galleries
and the gallery public had to be confronted with its self-portrait"tt■ in that same environment. The walls of the museum or gallery are
as much a part of his work as the items he chooses to display on41 These works also need the "impregnation of the gallery tothem.

41 set them in opposition to other contemporary art.

■I
sponsored by

the Fondation Kaeght at St. Paul de Vence in the South of France.
Haacke comments on the general conditions of the artists at the

"I got really pissed at M. Kaeght because he treatedFondation:
Hethe artists who were invited to do work on the sites like dogs.

<4 his servants". On the other hand, Haacke observed:
Chagall had a villa up the road.visited Chagall every few days.

price bracket where he felt he
had to treat us like human beings".

Possibly as a reaction to the manicured environment at the Fondation
Haacke produced some of his crudest and freest ecological works,*

0 in
names of artists,titles

'On sale at the Fondation Majeght' 
which a taped female voice announced the

simple gestures employing a goat, turtles and wild vegetation also 
structured a piece, entitled,

0

For the summer of 1970 Haacke was invited by Dore Ashton to take 
part in an exhibition entitled "Art vivant Americain"

Compared to Chagall we were not in a

was incredibly arrogant - ending up dealing with the artists like
"He (M. Maeght)
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series of original prints on sale at the book
store at the Fondation,
All the prints happened to be by artists shown regularly at the

Their aggregate value was over Sd5O,OOO.Galarie Maeght in Faris.
These price quotations were regularly interrupted by
over the telephone incoring teletype reports by Agence France
presse from the office of the local news paper. The director of
the Fondation attempted to halt the performance, but was unable to
when he could not explain his reasons for doing so in public.

I*

a man reading

and prices of a
a supposedly non-profit organisation.



Shapolsky et a! Manhattan Real Estate Holdings, a Real- 
Time Social System, as of May 1, 1971, Excerpt.

rs'.'ior 115 story vsDr-ux; old law tenexsnf

Fritcistl 3srry jr.^hotolsljyfaccordiis to 2eal “stato

'or 5257 6OC-- (also 7 ocbsr t-ldjs.)

”5 oco-



c

IM bold* sortgag*oorpcratloa fro* cerporati —

1■I Gary.
Corp.

B
Cal

■I
m
M
M
Bi

47<7M
M
HE lac.

IM

*

*

85

87

’ Corp, 
list—, lae.

85

87

W 
100 
101

70

73

’ Corp.
ty Corp.
’ Corp.
‘ T.

I SC.

80

82

80 
• 1

S3
84

M

88

70

73

48

SI 
53 
S3

78
78
77

::
81

37
31

40

41

::

•
10 
11

13

15

17

IB 
>0

33 

B 
38

38

31

33

IB

37

3B 
40

43

44

H 
Bl 
M

SB

B7

50 
80

S3 
S3

78

77

81

L 
11

13

15

17

10

32 

B 
34

33

SO

33 

B

Aaaa Oroteer 
terry Orate*: 

cr—hep b—it- 
Aterite— ‘ 
Paxal

1M1 
1771 

8°I

Infeld
4 B—lty Corp. 
1 Bealty Corp.
6 Bealty — 

teat Mo. 10 Bealt] 
West Mo. 3 Baalty 
teat Mo. 2 Bealty terj 
Viatbrop Properties, ] 
■onaart Bealty Corp.

Clara Boekovltx
• Madison Corp.

. «ifty Foer B—lty Corp.
• Bichol— B— Ity Corp.
. —alty Corp.
> Forsyth, lac.
I Wlatb Av*. Corp.
I Are. A B—lty Corp.
F Bealty Corp.
I I 3 St. Corp.
> Mor foil terp.
F taiberry Bealty Corp.
I Bortoli St. Corp.

tingto* B—lty Corp.
ilty Corp.
115 St. Bealty Corp.

Beooed Are. Corp.
Are. Bealty terp.
Be*Ity Corp, 

lac. 
lac.

Ity, lac. 
ilty Corp.

ilty Corp.
Battel 

teftel
Ity tetat— 

terpeil Bealty, lac. 
laa Ad— Beal 
Isefras B—11.. 
3ath Bealty Oxp.

Daniel Hr* o tee* ten* 
B— tiraci baste— 

tlrnteop Bealty Corp.
tearl Klei»b*rg(Kteapolsky) 

Kapahap Bealty Corp. 
Liyntc Bealty Corp.

Jo— Lois—a Jr. 
lope he B—Ity Corp, 
terol B— Ity, lac.

Bo. 3 Bi 
0— Plft 
138 St. 
U3 Bea J 
IBS - 
143 
184 
117 
174 
170 
177 
IM 
131 Lexl 
US Bee] 
1C2 1------
1851 
1771 let 
Bay Do— 
B B I Bal 
Baral Be tat—, 1 
Batera 1850 Ba tat—, xac.

Antteoey Sckialnxl 
Bootty 1— Bealty Corp. 
Steels— Bealty Ba tat—, Ise. 
Step—ax Bealty Corp. 
Steapol BeaIty Corp.

Anita Bteapolaky 
Art tear Bteapolaky 
terry J. Btepol—y 
Bartle gteapoleky 
Berylla Stepoleky 
Pearl Stepoleky 
Bea Bteapolaky 
Donald Steer—a 

Bare—o Bealtl—, Inc. 
300 Beelty Corp. 
38 Meet 132 St. Corp. 
38 Bidga St. Corp. 
m * 3 st. r— 
378 Teeth, 1: 
313 Bedleoa . 
332 Mrp*r Xi 
327 B U7 St. Corp. 
2357 B—lty Corp. 
Teeno 3843, lec.

Beywoor Seinfeld 
~ - — 4 Bealty Corp.

1 A—Ity Corp. 
8 Bealty Corp. 

Meet Mo. 10 Bealty Corp. 
Vest Mo. 3 B—Ity Corp. 
Meet Mo. 3 Bealty Corp. 
Winthrop Properties, Ine. 
Won—rt Bealty Corp.

Apecba Bealty Corp. 
Ar— galatea, lac. 
Av*. 3 B But 14th I 
Bro—ir Bealty Corp. 

Anna Calliper!
illiparl Co— trvotioe Corp, 

Br—at Calliper! 
Br—at Calliper! lot ate 
Clax—r Beelty Corp. 
Baatboard Bealty Corp, 
test 47 Bealty Corp. 
But Mo. 8 Bealty Corp. 
But Bo. 1 Bealty Corp. 
But 118 St. Bealty Corp. 
Kleber Bealty Corp.
Bightb Bealty Batata, I—. 
88 Bopki— 8t. Corp, 
tepearl Bealty Corp.

Alfred Payer 
57 telnet>la l»o. 
507 X 11 St. Corp. 
418 Teeth Bealty terp. 
433 Bealty Corp.

Bdvis Frederick 
Cat tearl— Qreoo 
Georg* Oroenberger 
Anna Omber 
terry Omber 

Gnu hap Bealty ~ 
Aterate— tafl 
Panle tefta 

top— B—lty Bi 
Esrpeel Bealty, 
Ian Ad— B—lty 
Inofraa B—lty, 
Jette B—lty Corp.

Daniel Kir— teestea—■ 
Baa Kirech— kau 

EX—teop B—lty Corp.
Pearl Elelsterg(BtepoUky) 

Bspetep B—lty Corp. 
Lijsto B—lty Corp.

John Loiacanos Jr. 
Lopate B—lty Corp, 
terol B—lty, lac. 
terya B—lty Corp. 

Clan Bcrhnwlta 
Do. 3 tedle— Corp, 
tea Fifty Pear B—lty terp. 
188 St. Plebeian B—lty terp.
183 Bealty terp. 
IBd Fea-eyth, Ise. 
143 Width Ave. terp.
184 A—. A B—lty terp.
117 Bealty - -----
174----------
170 
177 
IM 
U1 
138 
103 
IM]

A pec tea B—lty Corp. 
Am to tat—, lec. 
Ara. B 5 Baat 14tb S' 
krona lx B—lty Corp.

Anna telllparl
Ca 111 pari Co— tnctloe terp.

Brs—t Calliper!
K: ant Calliper! Batata 
darner Bealty Corp. 
B—tteoerd Bealty terp. 
Bast 47 B—lty terp. 
Bant Bo. 8 Bealty terp. 
teet Bo. 1 Bealty Corp. 
Best 118 St. B—lty terp. 
Bfsteer Bealty terp.
Klghth B—lty Batata, lec. 
88 Dopkl— St. Corp.

Alfred Payer 
87 tel—bla lec. 
B07 X 11 St. Corp. 
418 T— th B—lty Corp. 
438 B—lty Corp.

Bdrln Frederick 
Cat tearl— teeoo

Bealty terp. 
3 3 St. Corp, 
terfolk terp. 
Bal berry B—lty Corp. 
Borfolk St. Corp. 
Lexington Bealty Corp. 
B—lty Corp.
V 115 St. B—lty Corp.

I Deoood Ave. Corp.
L 1st Av*. B—lty terp. 
Do— B—lty terp.

k K to tat—, lac. 
ral Ba tat—, Iso.

Baton 1850 to tat—, 
Aatteoey Sohlaisai

Bootty L— Bealty 
Cbolaso B—lty X*1 
Stop—r B—lty tea _ 
Stopol B—lty Corp. 

Aaita Bteapolaky 
Artbar Bteapolaky 
Carry J. Bteapolaky 
Enrtlo Bteapolaky 
Barylia Bteapolaky 
Pearl Bhapolsky 
8aa Bhapolsky 
Donaid Bteenaa

Boreoko Bealtl—, Iso. 
300 Bealty terp. 
38 8—t 132 Bt. Corp. 
28 Bldg* Bt. Corp. 
382 1 3 Bt. Corp. 
378 Tenth, Isc. 
313 Madieoa Jefferoon terj 
232 torpor Xatat— B—lty, 
327 I 127 Bt. Corp. 
2357 Bealty Corp.
Veaua 3843, Io< 

Seysoar Veil 
M—t Mo. 4 
Meat Mo. 1



*
19

CHAPTER J

The Gugrenheim Affair:

Shortly thereafter, Haacke was invited to prepare
exhibition for the spring of '19'7'1 at the Guggenheim museum in New
York City.

physicalpresentation which would be divided into three parts:

M The artistsystems, Biological systems and social systems.

constructed new works forthe show. Until■ the show was due to open, there was no question as to the validity
At that point the directoror appropriatness of the works chosen.

of the museum, Thomas Messer, began to have serious doubts about
allowing three social systems to be shown,
the others two complex pieces involving New York City real estateM For some weeks, by letter and by telephone, Haacke triedholdings.
to arrive at a compromise with Messer which would satisfy the director

In late Marchbut would not dilute the integrity of the pieces.
it became evident that a compromise could not be reached. Messer
publicly
his case to the newspapers, television and art magazines - the last

It would seem that this was the first timebeing quite supportive.IE artist had carried his difficulties with a museum effectivelyan
into the mass media. As many have already observed, the ensuing
controversy and public furore did more to focus upon Haacke and his

If
museums could no longer censor or

reject artist's works
exhibition

5

0
*

*

work than half a dozen one-man exhibitions at the Guggenheim, 
nothing else, Haacke proved that

a month and a half before

With the curator Edward Fry, Haacke decided on a

once a proposal is accepted for 
on purely arbitrary grounds.

a one-man

one a visitors poll and

announced the cancellation of the show, and Haacke took



i
20H

Two of Haacke's incriminated pieces for that show were investigations*
of the holdings of two New York real estate groups, one dealing

M primarily with slum properties, the other representing the largest
With onlyprivate real estate conglomerate in all of Manhattan.

*
public records at his disposal, Haacke traced the web of ownership

for each of the real estate groups, cross-indexing names ofM Eachrelatives, business associates and dummy corporations.

property was described by a photograph of the site, its address, the
nominal legal owner, corporate officers, mortgages and their holders,■ the assessed value and a large map showing their exact geographic
location.

K Thomas Messer, Director of the Guggenheim, cancelled the exhibition
on the grounds th~t it might engender legal action by the real estate

A-lso he felt that this work violated the politicaloperators.
of the Guggenheim museums' character as a public educat-IE ional institution, reducing the museum to a forum for any and all

Inpolitical issues.
in June 197'1, Messer makes the point that the Haacke Guggenheim

I confrontationwould never have taken place if they had relied upon
the traditional system of selecting finished objects instead of

I relying on artists' proposals, the

In other words, censorship remains undetected when a museum makes its

decisions on completed art before announcing a public committment

to the artist.

I
never doubted Baac^es artistry

but that

I

■

"neutrality"

a guest editorial written for'Arts Magazine'

"improvisational working mode". (9)

In the sane editiorial response to a prior editorial by 'Arts 
Magazine', Messer asserts that he
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To the degree to which
that lie beyond art, his very concentration upon ulterior
ends stands in conflict with the intrinsic nature of the

The conclusion is that the sensework as an end in itself.
of inappropriateness that was felt from the start toward

exhibit was due to an aesthetic
weakness which interacted with a forcing of art boundaries.
The tensions within this contradiction in the work itself
transferred itself from it onto the museum environment and

Eventually, the choicebeyond it into society at large.
was between the acceptance of or rejection of an alien

M substance that had entered the art museum organism."

BE
BE early 20th century politically engaged

Delacroix, Courbet, lionet, Tatlin, Rodehenks, Picasso, Grosz and

before thenivera, to name but a few of the most prominent.
Solomon R. Guggenheim museum's rise to power in the late -1950's

If should remember that it was a museum of Non objective art, andone
that it was in part responsible for performing theIE Purification" for the acceptance of avant-garde art into the

This was first and foremost a content freeAmerican mainstream.
one allowing no to penetrate the museum'sart;

As Messer percieves, in the context of thesanctified environment.
I! contradiction", but it is a

contradiction which implicitly points towards the financial found­
ations of the Guggenheim itself and this is what Messer could not
tolerate.

*

M

M

*

•H
*

J

"Rites of

an artist deliberately pursues aims

museum, Haacke's work does present a

Haacke's "social system"

"alien substance”

All this sounds very strange indeed when one remembers the i9th and 
artists, e.g. David, Gericault,
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Cne night ask how the Guggenheim Foundation is able to dispenseH
n
n in reality any publicto comment on social ills?

Thepolitical symbol.aor

But what if these turn out to be floor sweepingof our culture.
florescent lights or typed filing cards? Beauty at anycompound

M issue.rate is no longer an

N By connecting physical decay with specific financial transactions
Haacke has attacked the holy institution of private property in a

If the real estate pieces were merely a mattercapitalist society.
of exposing housing malpractises, they would indeed be tame works.

of the word:But Haacke is producing sacred art in the oldest sense
In essence thethe revelation of unresolvable contradictions.

hidden esthetic of the real estate pieces proclaims that the

oppressive ugliness of Hew York City.

I Howard wise, Haacke's friend and previously his dealer, followed
the cancellation with a thoughtful letter to Messer:I

I It seems to me that in the two
approach is in the classic tradition of art. He looks atI the landscape (Manhattan) and seeks to bring order cut of

I chaor by emphasizing certain aspects and minimizing others tc

I

H
W

semi-public institution is 'a priori'
museum's avowed duty is to choose and possess the superior artifacts

"not competent"

works, Haacke's

hundreds of thousands of dollars in grants every year, induce wealthy 
patrons to contribute, structure spectacular social evenings, involve 
itself in intricate financial affairs, and then insist that it is

"real esta-e"

'sacred nlace' (i.e. the museum) is also responsible for the
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treat a clearer picture and to afford the viewer new under­
standing and insights. I cannot comprehend what

in other words, he iswork;
it is". (1C)

Wise ends the letter noting that the museum has the option of either
assisting the vitality of contemporary art or retarding it.

, he comments to Messer,■ This last sentence is important because it reconfirms somethingart".
that is, the complete integrationwhich Haacke had been striving for:■ of his art, leaving no essential dividing line between his professional

Messerslife and his existence as a social and political creature.
esthetic alternative to his proposals.decision was,

Possibly one of the most serious personal consequences of the wholeM Guggenheim affair
rrom early on Fry worked closely with Haacke on thep of the museum.

When news of the cancellation came Fry foughtartists exhibition.

I the decision in the front office and backed Haacke in the press.
While trying to be tactful he stressed that the Directors decision
produced grave implications for the museum's future, and particularly
in its role as a free institution supporting public expression.

I On Monday, April 26th Ed Fry was dismissed. In

guts
*

I

I

K

I 
t

w 
*

* 

M

"ulterior

"Either
"You now become part of the work of

"telling it like
motive" he might have had except the desire to create a

way"

was the dismissal of curator Ed Fry from the staff

in effect, one

a single gesture 
the Guggenheim museum had not only lost a capable scholar but 
perhaps the only member of its curatorial staff wit?, the

"realistic"
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to defend artists' integrity and the right to reasonable
expression.

There is something profoundly pathetic in a great museum becoming
After the decision the

A number of artistsresponse from the art community was decisive.
categorically refused to have their work in the building. By the
following season the museum could well have been reduced to
exhibitioning its permanent collections and the art of a few obscure
contemporaries.

In March and April of 1974, almost exactly three years after the
Guggenheim affair, Ha: eke exhibited a set of brass framed charts
detailing the Solomen R. Guggenheim museum's Board of Trustees and

M What came to light were the interlockingtheir corporate affiliations.
ti-'s between members of the board of Trustees and a certain KennScott

M Haacke notes in his panels statements from Preside

of Kennecotts copper mines areSalvador
flThey have dug their clawsAllende in a statement, sayslocated.

into my country" and in a military coup in 1971, his goverment seized
the property on which the copper mines were located.

For the museums Haacke's art represents something of a catch 22
situation,

II always,
reasons, usually th

I There have been occasions
such as Haacke's exhibitionI at the museum Hus Lange

I

F ■
■

I
P1

*

M
*

*

if they reject it for specious 
ensuing publicity is far

Cooper Corporation.

a frightened third-rate institution.

Hence of Chile where sone

a forthright statement could have been.
more revealing than

of the city of

if they accept it, it constitutes to some degree, but not 
a form of self indictment;



Chickens hatching,April 14,1969

Rhinewiter Purification Plant

 1972. Vicwof Installation in One-man show at Museum Haus
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Krefeld, West Germany, (1972) , where the dynamics are somewhat

The artist analysed and displayed raw sewege pouringdifferent.

into the Rhine river from the Krefeld sewage plant. In this instant
civil servant was entirely symphathetic

with Haacke's ecological statement and thus a certain dialectic tension
is missing from the piece. Onereporter in a Krefeld newspaper noted
that some of Haacke's art transcends the art world and has civic

On telephoning the local official responsible forimplications.
environmental protection and asking what response his. agency would

"My God, who goes there (to thehave to the problem he was told:
museum) anyhow?" Museums may be able to afford the piety of
ecological ideals because these are issues that do not concern them
directly.

I

I
I

to 
to to 
to 
■ 
to

the museum's director a
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CHAPTER 4

Les Poseuses (1975)

One of Haacke's most well known and most recent works is called

w Les Poseuses which he exhibited in the Lisson Gallery in 1975»

The material he presented for this exhibition consisted of a one-

owners of the painting.

work by drawing your

The first panelThe conclusions in the instance were inevitable.

demonstrated that Seurat, himself, was noth a perceptual and a

manyderision.

men who shared his

8
passed into the hands ofI

I exchange value. In 1970

In 1971 when he first exhibited the work, He said:

You continue the

the biography, business interests, offical and corporate positions, and 

cultural and political affiliations of each of the successive

Haacke offered no interpretation or analysis.

aesthetes, and investors.
progressive increase in

J
I
1
J

for-one colour reproduction of Seurats painting, Les Poseuses
(small version), and the documentary panels, each of which outlined

aesthetic intellectual and political interests, in spite of their 
social positions. Gradually Les Poseuses

"I leave it up to

It was subject to a

you as far as how you evaluate the situation.

own conclusions from the information presented".

political radical. His 'pointillist' paints, which drew on 

contemporary findings in optics and light theory, met largely with

Few were sold; many were given away as presents to close

friends in the circle of Artists, intellectuals and anarchist 

communists in which he moved, ho died unacknowledged in 1891, aged 

52. The first owners of Les Poseuses tended to be largely prosperous, 

middle class associates cf Seurat's circle;

'enlightened' businessmen, financiers,
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acquired by Artemis, an international company existing solely for

the purpose of speculative trade in the fine arts. A half-share
in the painting was retained privately by Richard Feigen, dealer and
Artemis associate.

In *1974 haacke made this consisted of six

quotations from businessmen (most of whom also held administrative

each photo-engraved on a magnesium plate mounted

Characteristically, the David Rockerfeller quoteon aluminium.

read:

It can provide a

It can

and a superior appraisal of their quality.

ftand help attract qualified personnel.

All the quotations demonstrated th-t those who involved themselves

a part of his work: they appear

public reputation, and an improved corporate image.
build better customer relations, a readier acceptance of

F 
* 

i

posts in the arts) ,

Attempts to censor or 
suppress certain of Haacke1s pieces, usually by museum curators and 
directors acting in what they take to be the immediate interests of 
their trustees, thus themselves became

On social greese':

5*1,055,200 was bid for the painting at Christies, and it was

in large scale patronage did so because they were aware of ways in which 
art could be made to serve the interests of the prevailing idealogy 
and the economic system which determined it.

company products,
Promotion of the arts can improve the morale of employees

From an economic standpoint, such involvement in the arts

company with extensive publicity and advertising, a brighter

can mean direct and tangible benefits.
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to realise the ideological limits within which the artist seems to

be constrained to work pre-condition for large-scale public

exhibition.

However, this exhibition of his Seurat piece exemplified the
contradiction that has been evident in haacke's work since "1968.
The Seurat reproductions were on sale at the Lisson Gallery as

The intended meaning of Haacke's work would appear
to be to demonstrate that in the case of Seurat's Les Poseuses
there was a dichotomy between, on the one hand, the meaning of the

H cultural affiliations,
Haacke further demonstratedcommodity;an investmentI 2$ the canvas passed through time andthat this dichotomy widened

I haacke'sidentify any other meaningIt is not easy tohi story.
But, through the representation of

I of this
museums

I sole

quite considerable 'reputation' as an artist accounts for theHaacke's

Haacke’s contribution
doomed,

was presented. It might
have happened that he fsiled to develor a refutation as 'an artist11

quite considerable prices that his works, such as the Seurat piece 
This renutation and these exchange-values, have in

* 

* 

* 

*

*

I ■

becomes
'raison d' etre’

painting as defined by the artist's aesthetic intentions and
ana on the other, the subsequent use made of

in large part beer, built up through doc umenting the very contrad­
ictions off which they feed. may have been

from the start, to inevitable invalidation as a result of 
the form (an art work') through which it

a work of art.

can command.

work may be intended to imply.
a'work of art', available for purchase by

as a

the canvas as

single meaning as
or private collections, Haacke's intervention immediately 

sub.-ect to the very phenomena, the exposure of which is its
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in which case his works would, not have been exhibited in

bought or sold by dealers and collectors: their meaning would not

then have been discussed at all. Ir. fact his reputation continues

to increase and both that renutation

and the works themselves become an ever more

entrenched part of the problem, the exposure of which is their sole

reason for being in the first place. There are no boundaries on the

'art worlds' capacity for assimilation of either artists or theN Even if Haacke makes token gestures, such asobjects they produce.

I refusing to allow his photograph to be ta'en and not signing his
works, the irony is that when he is censored, or rejected by a

I particular museum, this becomes one of th- factors which increases
his refutation and the exchange values he can command, within theI art world overall.

I
Certainly, Seurat made use of

I
Eut

such a way that his work challenged traditionalSeurat used paint m

potentially, when realised within perception,modes of perception;

'moment of becoming', which spoke of ways ofhis images contained a
This was the true use

it was not thereby
destroyed.

r

■

seeing the future. This was the true use - value of his painting, 
and although it nay have been obscured and mystified by the subsequent 
false use of his work as capital investment,

It would have been,

canvas;
class interests of t'-ose who owned capital and bought paintings.

museums, or

However although Haacke's work must thus be castrated, this was not 
true of, for example, Seurats work .
certain prevalent aesthetic conventions of his time, such as paint and 

the modes of production he used had been determined by the

of course, if he had used his chosen 
form solely to comment on the contradictions inder which that
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for" was produced.

However, it car only be by extracting

it from art objects and exhibitions altogether and by developing it

as theory and criticism, that its truth can be realised in

does not negate itself.

Haacke has been swept along by the mainstream of his own fluids and

is now riding the ctest of one of his own waves, not knowing what*
As he stated looking back over histhe next bend will bring.

R previous work:

■ "It is only in retrospect that I can discern continuity
As hasand a logical consistent step by step development.

been the case until now, I have only ar extremely vague
The only guidelinenotion of where this course is heading.

in this venture into the unknown is what Kandinsky called
the "Principle of inner necessity".

I

1

The implicit analysis contained in Haacke's 

work is indisputably correct.

a way that
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Notes

(-0 NEW TENDENCY

The new tendency crystalised in Europe towards the end of the 1950's
and it became a reasonable alternative to both 'constructivism' and
later 'object art'. It undertook to represent problems of physical
order that, while they night have been anticipated by the formalists

The rising of the
Nev; Tendency had its premier with some of the one-niglt exhibitions
held by Otto Peine and Heinz Mack in Dusseldorf (1957)*

In the following year both artists opened more exhibitions to artists

I of all nationalities working in a similar direction. For the seventh
catalogue was issuedof these, the

post-tachist ’beginning"; an attemptexplaining the paintings

'Vibration'fully defined inwas mere
Mack, Almir Mavignier and Peine were

Here with paintings, actually low reliefs, light wasshown.
articulated and vibrated in shifting field patterns. In one sense
this began the New Tendency's drive to escape the confines of
painting and sculpture by bringing them together into relief form
via field dynamics.

■

to purify and reestablish the ties between human nature and the

the painted surface. This idea

a less inclusive exhibition

as a

fields of energy which emanate from

of the 192O's, were then considered irrelevant.

in which the grid paintings of

'red picture' exhibition, a
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(2) ZERO GROUP

There

They called themselves ZERO because

new beginning, to start essentially, from

nothing.

In 1957 Feine himself, the strongest member of the group, began by

punching thousands of holes through card and using light made what

As his ideas progressed so hidhe termed vibrating light paintings.

ne started buildinghis need for new and updated mechanical means.

I light machines anc began to realise the ability of the medium to
Technology, Peinecarry energy from the painting tc the spectator.

had nothing tc do with the formation of ZERO but it had muchstates,
Technology enable: he and his fellow artiststo do with its development.

in the early ZEROas
on

anrropriate scale.an

I! held in
lofts of 1 eine and Pack, 1958 - 1959. The exhibition lasted forthe

au-~a

1

i.i

IJ

p
b

)

ZERO displayed

Dusseldorf and elsewhere prompting the "night exhibitions

ZERO GROUP was founded in Dussledorf, West Germany, in 1957. 

were only three consistent members in the group, Otto Peine, 

Gunter Ucker, and Eeinz .Mack.

they wanted to make a

of performance, especially in

Peines light ballets, although the members presented objects in the 

traditional sense as well.

to go beyond the production of parlour pieces, 

years 1957/58, to aodress larger audiences and approach nature

a familiar impatience with the feallery system in

one night only and radiated ar
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letter by Eans Haacke to Jack Burnhan

(4) /ill quotations by the artist are either from unpublished

statements or from taped conversations with the artist.

(5) Leonardo La Vinci.

(6) E.A.T.: ExperimewtS in art and technology.

(7) the formulation of a real/timeJack Burnham, Steps in
political art, 1975-

(8) The term
thein the 1 te 195C s end

w

Gradually, the
has been aprlied to time-sharing computer

where there is no more than a normal conversational

rate of speed which is not too different
from that used by persons engaged in normal conversation.
Traditionally, art works exist in "mythical time", that is

day events of the real world. conceptual
ettemnt to integrate their works into

1 I;

systems
interval between a computer and its user.

separated from the day-to- 
Some systems and

or even

early "1960'3 by the designers of

Quoted from a

computer responds at a

in an ideal historical time-frame

a concept th-t was first developed"real-time"is

Strategic Air Command.
ide monitoring network that would provide minute-to-minute

response to any sign of 
at any point on the globe.

computer systems network for the United States Air Force
Their goal was to develop a world­

artists, such as Haacke,

term "real-time"

dated April 28, 1968.

an air-incursion,

a missile or bomber attack,

In other words, the



of politics, money-making, ecology, industry, and other
pursuits.

offical

take as a result of its engagement with the world-at-large.

(9) Messer, Thomas R. Director of Solomon R. Guggenheim Museum.
Guest editorial 'Arts Magazine' New York, June 1971.

5P.P. 4

(1C) From a
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The

concept or piece but any significant public or
response to it, or any further variations which the work may

In effect, the work becomes not only the original

p.p. 128 - 14^ 
ack burnham: Steps in the formulation

the actual events of the "real world", that is the world
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Albrecht D. ,Joseph Beuys,
KP Brehmer, Hans Haacke, Dieter Hacker, Gustgv Ketzger, Klaus
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I
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into Art' seven german artists.


