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" HANS HAACKE

BITITE VINKLERS

stems and Environment

Hans Haacke’s works appear remarkably unassuming; they
e simply constructed or arranged, quiet, colorless, and un-
uried. Above all, they are natural in their fundamental re-
mnce on natural laws, and environmental in their inter-
pendence or merging with their surroundings. The phenom-
a of the physical world presented in Haacke’s work are most
quently meteorological: the action of wind, water, snow
hd ice, gravity, and electricity. In addition, there is an in-
casing number of biological systems, of both plant and animal
e. Common to the presentation of both physical and bio-
zical systems is Haacke’s focus on the confinual flux and
ansformation involyed for the preservation of an equilibriur,
hich he considers a central concept in his work:

One of my essential premises is the strong belief that the
world is something dynamic, something that constantly
changes. ... Obviously, such a view of the world is not new.
... Twenty-five hundred years ago, Heraclitus proclaimed
that everything is in flux. Throughout history, he was fol-
lowed by ... philosophers who, although with varying ac-
cents, shared a similar dynamic view of the world, up to
the present day. ... All scientific and philosophic reading,
though, would be of little avail if my personal, day-to-day
experience would not support the findings of relevant think-
ers. ... My belief in the pervasive pattern of change devel-
oped, in fact, while observing what was going on around
me and with me—not speculation, but the registration of a
total absence of something solid and forever unchanging.
Nothing remained the same.!

‘ith the prominence of natural phenomena in Haacke’s work,
is essential to understand at the beginning his particular
terest in nature, again best described by his own words:

In thinking about nature, we most often think only in terms
of trees, mountains, the blue sky, etc., and not of the under-
lying forces and patterns of organization. Neither do we
immediately realize that these same conditions are at the
basis of all technological achievements. An airplane is sub-
ject to the same aerodynamic laws as is the seagull. We seem
to be so accustomed to looking at the “gestalt” of natural
phenomena and to interpreting it in a heart-warming, ro-
mantic manner, that we neglect perceiving the physical
laws forming the “gestalt™.?

here is thus no difference in Haacke’s work between nature
1d technology in the usual sense of their polarization as “nat-
Fal” versus “artificial”; correspondingly, there is no distinc-
on in principle between the works executed out-of-doors and
\ose presented indoors, or between the ones relying on non-
iechanical sources of energy and those utilizing machinery;
iey all exhibit the same natural dynamic laws. .
Quite obviously, this kind of work no longer fits within the
aditional concepts of “sculpture”, and like much of con-
‘mporary art, requires its own terminology—but preferably
ss for purposes of classification than for the oricntation c’>f
snceptual and visual attitades toward the art. By Haacke’s
wn intention, his works should be understood primarily as
'stems:

A “sculpture” that physically reacts to its environment or
affects its surroundings is no longer to be regarded as an
object. The range of outside factors influencing it, as well
as its own radius of action, reach beyond the space it mate-
rially occupies. It thus merges with the environmepit in a
relationship that is better understood as a ““system” of inter-
dependent processes. . . .

The original use of the term in the natural sciences is valu-
able for understanding the behavior of physically inter-
dependent processes. It explains phenomena of constant
change, recycling, and equilibrium. Therefore, I believe
there are sound reasons for reserving the term “system” for
certain non-static *‘sculptures”, since only in this category
docs a transfer of energy, material, or information occur.?

nherent in the existence of a system, then, are the effects of
1¢ environment: it “cannot ‘perform’ without the assistance
{ its environment”.4 This concept can cover a wide range of

4

possibilities and nuances: the system may be activated by the
naturally occurring physical properties of the environment;
by a machine; by another, complementary, system; or by the
participation or mere presence of a spectator.

Among the works that depend solely on the physical ele-
ments of the environment is the condensation box (Fig. 1), one
of Haacke’s earliest and most characteristic concepts. Here the
natural process is a continual cycle of water evaporation, con-
densation, and dripping, which depends primarily on the avail-
able light and heat. The intrusion of light warms the inside of
the box, and since the inside temperature remains higher than
the surrounding temperature, the enclosed water evaporates
and then condenses, forming a pattern of minute water droplets
on the interior walls of the box. The droplets increase in size
according to the intensity of the light and its angle; after they
reach a certain size, their weight overcomes the laws of adhe-
sion, and they run down along the walls, leaving traces, which
eventually grow together again as the process of condensation
continues.

Haacke compares these cyclical transformations in physical
matter to the growth and decay process in living systems.
Moreover, it is interesting that sometimes the same environ-
mental conditions are necessary for both an inorganic and an
organic system, as with the growing grass (Figs.2 and 3),
planted on the opening day of an exhibition and allowed to
grow for its duration. In addition to responding to the particu-
lar conditions of soil and water, the grass depends on the tem-
perature and the location, scope, and intensity of light, as does
the condensation system. The conical earth mound, in contrast
to the flat area of grass in the Grass Cube, reveals especially
clearly the effects of light, since the conical form receives the
light unevenly.

In the outdoor systems, the natural environment is usually
allowed to play an even freer role, especially when the existing
weather conditions are the determining factors. A single ex-
ample, involving freezing and melting, is the Spray of Ithaca
Falls (Fig.4), which consisted of a rope (wrapped with screen-
ing to give it added surface) stretched near the falling water in
freezing weather and allowed to collect the spray from the
water, which froze, grew, and eventually melted on the rope.

The use of machines as a source of energy appears most
frequently, though not exclusively, in Haacke’s indoor “‘wind”
and air pressure systems, such as the balloons floating on a
column of air formed by a fan (Figs.5 and 6). In the balloon
systems, visible transformations like those in the water systems
are absent, although a subtle aerodynamic process does occur,
for the balloon will remain in equilibrium only on an air cush-
ion that is formed as the air jet shoots up to a certain height
and then falls back slightly due to gravity. At the same time,
the surrounding air currents have to be calm enough not to
blow the balloon out of the range of the air column. (An inter-
esting large-scale variation of this concept was created at the
Massachusetts Institute of Technology in conjunction with
Haacke’s one-man exhibition there in 1967, when a weather
balloon, forty feet in diameter, was hoisted up and then floated
over four large, powerful fans in the rotunda of the Institute;
unfortunately, the huge weather balloon began to flounder,
and burst only minutes after its difficult but succeséful launch-
ing.) In addition to demonstrating aerodynamic principles for
a floating solid object, Haacke has experimented with the
more difficult problem of floating a hollow form in an air jet,
which has to follow the same design and laws that govern a
parachute; this was achieved with Flight, 1967, which con-
sisted of a white silk parachute form hovering over a fan sys-
tem. The Sail (Fig.7) and the White Flow (Fig.8), on the other
hand, are blown freely by fans beneath them (the Sail hangs
from the celiing by nylon cords and has an osciliating fan be-
neath it; the White Flow has a group of fans concealed under
a frame at the head of the sheet). Here, the direction and inten-
sity of the air stream determine the type and speed of move-
ment in the material —fluttering, swelling, twisting, and so on.
Each movement of the thin, sensitive material influences all
the others—*“the wind-driven fabric behaves like a living or-
ganism, all parts of which are constantly influencing cach
other.” 5

Haacke does not restrict the use of machines to indoor envi-
ronments, however, where they serve primarily to simulate
actual weather conditions, such as wind. In an outdoor demon-
stration called Water in Wind, executed in model form in 1968,
several high-pressure spray nozzles were used to disperse water
to create the effect of a fog; the fine water particles were then
carried and blown by the existing wind until they merged
with the environment and disappeared from sight.
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A particularly interesting and subtle set of environmental
interrelationships is established when one system is affected by
the presence of another. Complementary systems of this type
are the ice systems, such as the Ze Stick (¥ig.9), in conjunction
with a stcam-generating system (Fig. 10); the first is a refrig-
crated work, which acts as a dehumidifier, the second is a
humidifying device. The Ice Stick, a metal rod kept cold by a
refrigeration unit at its base, depends on the amount of water
vapor in the surrounding air, which collects on the stick,
freezes, and accumulates, gradually increasing the diameter of
the stick. Varied texture and irregularities in the thickness of
the successive layers are created by changes in temperature
and humidity in the room—if the frost on the stick forms
rapidly it is dry and snowy, if it melts from increased heat, it
dribbles downward in irregular patterns and becomes hard
and glassy. Thus the transtormation here is from water in its
gascous state, vapor, into its solid state. The reverse process
occurs in the steam generator: the box contains an immersion
heater, automatically controlled by a thermostat, which makes
the boiling water evaporate through a hole in the lid; as the
steam merges with the air, the humidity increases and affects
the development of the ice system. The two systems thus com-
municate with each other through space, without direct con-
tact, and form a parasitic relationship.

In addition to the properties of the physical environment,
also the participation or the presence of the spectator is fre-
quently important in Haacke’s systems. As an active and direct
participant, the viewer has been necessary mostly for a group
of works showing the movement of water or other liquids sealed
in plexiglas containers. Examples of this type are the Rain
Tower (Fig.11) and related “rain boxes’; containers with two
immiscible liquids; and containers with a single liquid and
air, such as the Wave (Fig. 12). The Rain Tower, as its title sug-
gests, recreates the process of rain within the plexiglas box,
which is constructed with several horizontal, perforated parti-
tions inside, by which water droplets are formed and allowed
to fall through, from floor to floor, to the bottom of the con-
tainer, whenever the viewer initiates this process by turning
the box upside down. The same situation is true for the plexi-
glas containers with two immiscible liquids; like the rain boxes,
these have to be turned over by the viewer to activate the flow
of the liquids, which create moving patterns near the center
of the container as they swirl around each other and eventually
separate again, coming to rest at the top and bottom according
to their relative densities. The Wave, a thin, boardlike plexiglas
container with water, and other pieces similar in principle, dif-
fers slightly in being suspended from the ceiling by nylon cords
at both ends, requiring the viewer to swing it in order to create
a pattern of waves within. .

In some cases, only the presence of the viewer is necessary
for the system to operate, as with the Photo-Electric Viewer-
Programmed Coordinate System (Fig.13). In the model room
executed in 1968, fourteen infra-red projectors were installed
at intervals of seventeen inches (the approximate width of a
person) at waist height, along two adjoining walls; fourteen
photoelectric cells, sensitive to infra-red light, were situated
at waist height on the opposite adjoining walls. As a result, the
room was structured by an invisible grid of intersecting infra-
red light beams. Placed above each projector and each com-
plementary photo-cell was a white incandescent bulb; the
bulbs were connected with the light sensors in such a way that,
whenever the infra-red light beam was interrupted, the two
bulbs directly above these respective devices lit up. 1f we assume
that the viewer in the room normaily breaks two beams, per-

pendicular to each other, four bulbs light up, one on cach of

the four walls; if more than one viewer is in the room, more
lights go on, again four per person. Consequently, the number
of viewers in the room determines the degree of illumination,
and their movements determine the location of the lighting.
The system thus functions and undergoes transformations only
in the presence of people; when no one is present, there is only
a dark room. It is this set of interrelationships between the
viewer and his environment that interests Haacke, rather than
the phenomena of the lighting itself. “The people become in-
tegral parts of the work for the time of their presence. As long
as they stay there, it is give and take. One could regard it as
a symbiotic relationship.” 8

On the other hand, Haacke has given equal attention to
systems that are self-sufficient and operate independently of
any viewer. Some of the water and wind systems already de-
scribed belong in this category, and even more clear-cut in-
stances are the outdoor meteorological and biological systems.
Two examples, both involving birds, are the demonstrations

with sea gulls (Fig.14) and with hatching chickens (Fig. 15).
The sea gull demonstration involved no other spectator than
Haacke himself, who established the special environmertal
conditions required to tempt the sea gulls to feed by throv ing
bread out on the water at Coney Island, New York; he ob-
served the birds gather and swoop down on the water over a
period of only munutes and took photographs of the event,
which now remain its only record. The same thing was done
with the chickens, except that the moment of change and m: ve-
ment that was selected for observation and isolation on film
was birth, instead of feeding. An extension of this demonsira-
tion is planned for Haacke’s exhibition in Toronto in the fall
of 1969: a cage will be installed in the gallery and eggs brought
in that will hatch on the day of the opening of the exhibition;
the chick}‘{)\s will become part of the exhibition and continue
to grow uptil it closes. ; ; :

Clearly, in demonstrations of systems of this type, the vicwer
is in no way essential to the ongoing process, but remains a
witness: ‘

... The system’s program is not affected by the viewer’s

knowledge, past experience, the mechanics of perceptunal

psychology, or his emotions. . . . In the past, a sculpturc or
painting had meaning only at the grace of the viewer

Without his emotional and intellectual involvement, the

material remained meaningless. A system’s program, on the

other hand, is independent of the viewer’s mental partici-
pation.

Naturally, exposure to a system also releases a gulf of sub-
jective projections in the viewer. These projections, how-
ever, can be measured relative to the system’s program. The
viewer’s role is reduced to that of a witness. A system is not
imagined; it is objectively present; it is real.?

Time

All the systems develop over a period of time, following
Haacke’s principle “‘to make something which lives in time
and makes the ‘spectator’ experience time’’.8 The time scale is
nearly always a natural one, and usually the movements and
transtormations are very slow. Beyond these basic similarities,
there is a number of ways in which the viewer can experience
time in Haacke’s work—Dby the length of time necessary for
specific transformations to occur within a system; by the dura-
tion of the system as a whole; by its connection with a specific
day or season; or by the relationships between the actual work
and its records of existence.

In a small number of instances, such as the Rain Tower or the

containers with two immiscible liquids, the time required to
reveal the kinetic principles involved is short, of only a few
minutes’ duration. In the Rain Tower one may even scnsc an
unnatural abbreviation of the actual time span of the process
as it exists in nature; this secems to be a rare instance in which
natural time, at least in terms of the particular natural process
simulated, has not been utilized.
_ Butin the condensation boxes, the ice systems, or the grow-
ing grass, which seem to be more central to Haacke’s concepts
and purpose, the time scale is fully natural, and movement .nd
transformation extremely slow. Here, quite the Opposite expe-
rience of time occurs. Whereas in the Rain Tower the viewer
experiences time directly, by initiating a process and seeing it
begin and end, in the systems of the water cycle or of the grow-
ing grass, he experiences time in a certain sense negatively, by
seeing hardly any change or movement at all and by realizing
that he is experiencing only an extremely short time fragment
in proportion to the entire, perpetual cycle. To sense time in
these systems more fully, the viewer has to return to them over
a period of at least several days; perhaps this requirement,
mor¢ than any other, confirms the fact that we are dealing
with systems, rather than objects. There is a developmental,
sequential process of natural phenomena here that progresses
on its own time scale, and the changes within the progression
are always relatively unpredictable, unstable, and imperma-
nent. But these characteristics of indeterminism are inherent
in the system and follow natural laws—in contrast to being
programmed by the artist—and thus the continually different
effects function not as mere variations, but as phases within a
developing process. The various sequential phases of the water
cycle, for instance, provide a rationale for the indeterminate
and unstable patterns created by condensing and dripping
water, or growing, melting, and refreezing ice. With their in-
volvement of natural time and natural laws Haacke’s systems
bypass the ultimately meaningless varation for its own sake
that can often entrap kinetic machines that attempt to show
continually changing effects.
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Beyond the temporary and unstable effects within the pro-
cess of the system is the frequent impermanence of the system
as a whole. The duration of the indoor systems is understand-
1bly much more controlled than those outdoors, for here the
ietist can dictate their life span, at least in terms of a particular
visual presentation. Thus, although in principle the indoor
vater and ice systems or the mounds with growing grass could
ontinue to develop infinitely, their existence as systems can
¢ arbitrarily cut off by their being disassembled or destroyed.
Such control is not possible, nor desired, in the outdoor sys-
Lems. Ihcr"fog effects of Water in Wind or Cast Ice: Freezing and
Welting (Fig. 16) are extreme examples of temporariness, as the

ery principles they demonstrate are dispersion and melting,
i. e., merging with the environment and disappearing visually;
they may be considered a quiet answer, within the realm of
“'lt-d?sn.‘oying art, to such works as the machines of Tinguely.

A similar impermanence characterizes the New York Sky Line
Fig.17) and the sea gulls (Fig.14), which likewise disappear
visually. Moreover, the exact duration of these systems cannot
e pre}‘licted;thcy could end soon or late, d(‘p(’hding only on
the existing natural conditions. And with the sea gulls, even
the beginning, as loosely defined as it may be, cannot be pre-
licted. In this respect, the Sky Line and the sea gulls seem to
resemble happenings; ultimately they differ, however, in being
cssentially visual presentations and in lacking a social context
and human participation as basic conditions to their purpose
and meaning. The visual arts today are more and more fre-
quently becoming temporal and impermanent, i.e., ceasing to
be permanent art objects, and a distinction should be drawn
between this type of a temporary visual art form, as is the case
with Haacke’s work, and the kind of theatrical, often multi-
media, social experience generally referred to as a happening.

Although the temporary works just discussed have been
cxecuted on a specific day, the day selected was arbitrary, and
any comparable day would have served equally well. This
principle distinguishes them from other works, which are tem-
porally fixed, either to one particular season—usually winter,
as with the Spray of Ithaca Falls or the Cast Ice—or even to onc
particular day, as with Wind in Water: Snow (Figs. 18, 19, 20)
of December 15, 1968, New York. Beforchand, Haacke sent
out invitations for this particular day, printed signs for snow
and rain, and also prepared to execute the fog system in case of
good weather. His idea was to use whatever weather condi-
tions developed as the demonstration for that day; since it
turned out to be the first day of snow, the sign, or title, that he
posted was Wind in Water: Snow. Thus, this was an exhibition
of weather in a literal sense, which could be connected only
with one particular day.

With demonstrations of this type, various kinds of records
and photographs become important, as they remain the only
extant references to the actual event. Some works can create
their own temporary records. Such is the case with the traces
on the inside walls of the condensation boxes, or with a second
demonstration with sea gulls that Haacke executed in the
winter of 1968; in this instance he planned to have the sea
gulls feed in snow, instead of water, and leave their tracks—
which would constitute a brief record of the event, to be com-
plemented by a permanent record on film. (Ironically, on the
day he arrived at Coney Island to feed the sea gulls, he found
that someone had already preceded him in this, and all that
remained for him to do was to take photographs of the tracks
—a humorous yet valid example of the possibility of the artist’s
role being reduced ohly to pointing out already existent sys-
tems.) Another way in which Haacke has created a record of
a natural system was to underline a natural record with a man-
made form; again in the winter of 1968, he conceived of burn-
ing-a trail in the snow nea: the sca, o (hat the track would
parallel the snow contour at the edge of the water, which was
in turn a record of the movement and height ofjthe tide. (Al-
though Haacke was not able to use a torch, as hg had intended,
he executed the idea by digging a trail in the snow.) For the
<now demonstration of December 15, 1968, discussed above,
Haacke retained several types of permanent records that refer
toit: photographs of the event (Fig. 18); the December weather
chart for New York; a weather map of the United States for
December 15, 1968; and photographs of these records (Figs. 19,
20). Haacke considers each of these complementary parts to
the snow demonstration as a separate work in itself. The two
weather charts, in addition to providing proof and records of
the actual event, put the day of snow in New York into larger
-ontexts. The United States weather map places it in a broad
seographical setting, whereas the New York weather chart for
December places it in a temporal context; since both of these

6

broader frameworks in turn imply even larger contexts, of
which they temselves are but fragments, the act of using thest
records as a reference to the one specific day of snow is a way
of extending its effect indefinitely.

In contrast to Haacke’s short-lived works are several that
could continue without end; two possibilities that Haacke ha
conceived of at the present both involve plant life. One of thes
is planned as part of his coming exhibition in Toronto, whert
he would like to install a watering system on a lawn that would
remain turned on continually for the duration of the exhibi
tion, two to three weeks, Although Haacke concedes the pos
sibility that the grass might rot and dic, he expects that the
more likely outcome will be that it will become very lush anc
that certain seeds may sprout under these conditions that nor-
mally lie dormant; in any case, this arca of grass would remai
indefinitely affected by the demonstration. His second idea i
a tentative plan for a park with a steep hill. Here, a topo
graphical line would be followed all around the hill, markec
by a five to ten-foot wide strip of vegetation that would remais
uncultivated and untended for the life of the area as a park
allowing it a free and unending ecological evolution.

Style and Development

As with a number of contemporary kinetic artists now work
ing in the United States, Haacke’s ideas are rooted in the
European kinetic movements; he especially acknowledges the
importance for his work of the Zero Group of Diisseldorf anc
the Parisian Nouveaux Réalistes and the Groupe de Récherche
d’Art Visuel. From around 1960 to 1963 Haacke worked witl
prints, paintings, wall reliefs, and free-standing sculpture tha
show a logical progression from illusionistic to real movement
which he began in 1963 with experiments in water and ai
dynamics.

Around 1960, Haacke’s paintings were simple composition
in one main color, with identical elements, such as dots, dis
persed either in a field or in a symmetrical arrangement. Th
paintings functioned optically and appeared to vibrate; “mo
tion was created by trickery”® and was dependent on th
viewer’s perception. At the same time, Haacke was making
inkless intaglios, also with regular patterns of dots, which re
lied on the angle of light and the viewer’s position to becom:
visible. By 1961 and 1962, he was involving the environmen
more directly, with works made from reflecting aluminun
foil, stainless steel, and plastics; the room and the people in i
became part of the works through their reflections, and th:
works hardly existed in isolation at all. These reflecting works
which at first were fairly flat wall panels, became high reliefs
protruding into the room, and eventually developed into fre
standing sculptures. Yet the movement involved was still illu
sionistic:

... The mirror-objects were still static themselves—the:
only reflected outside movement. A logical next step was tc
introduce actual motion. In 1963, I replaced a solid, trans
parent, and reflective material by an equally transparen
and reflective, but liquid, medium: I replaced acrylic plastic
by water in motion.10 )

Haacke made his first hydraulic works in early 1963, in Nev
York, when he developed both the dripping water systems anc
the condensation boxes. Soon afterwards he also began t
work with aerodynamic principles:

Early during my hydrodynamic experiments, I realized tha
the flow of gases is not unlike liquid flow; in other words
aerodynamics and hydrodynamics are retated. This revivee
old dreams of making things light, airy, of taking off fron
the ground, and flying. It seemed only consequent to mov
from visually light-weight, transparent, but solid materia
to liquids and finally to arrive at air. I then proceeded on
double track with the manipulation of liquid as well as ai
motion, !t

Haacke’s earliest aerodynamic works were fans in cages wit
either plastic or chiffon bags fastened over the top; the plasti
swelled and remained taut over the air current, but the poro
chiffon material allowed some air to escape and consequent!
fluttered around the perimeter of the box. These early exper
ments eventually developed into the more balanced systen
of balloons hovering directly above an air jet (Fig.5). Th
next year Haacke conceived of using a living airborne syster
—sea gulls—for “Zero on the Sea”, an art festival planned
but never executed, for the pier and beach in Scheveninger
Holland; he finally executed his plan in a somewhat simpl

ot g
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Fig. 1 Condensation Cube, 1965. Acrylic plastic and water; 11 % 11 % 11 = > : o . . .
(All illustrations by courtesy of the artist and the Howard Wise Gallery, Fig, 2 Grass Cube, 1967. Acrylic plastic, sil, grass; 30 x 30 x 30
New York

“ l\‘

Uk . \

B .
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Fig. 4 Spray of Ithaca Falls: Freezing and melting on a rope. February 8-10, Fig. 3 Grass Mound. February 1969, “Earth” exhibition, Andrew Dicl son
1969. Rope wrapped with screening, about 100" long White Museum, Cornell University, Ithaca, New York. About 37

Soil, grass

Fig. 5 Floating Sphere. 1964-1966. Fig. 6  Sphere in Oblique Air Jet. 1967.  Fig. 9 Ice Stick. Conception 1964;  Fig. 11 Rain 7 ower. 1963. Acrvlic
Wood, fan, balloon Wood, fan, balloon execution 1966. Height 70 3ix4x4r
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Fig. 12 Ware. 1964-1965. Acrylic plastic and liquid, 12 x 96 x 1
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Fig. 7 Sail. 1965-1967. Blue chiffon, 8 x 8’, and oscillating fan

s 2 TG

Fig. 13 Photo-¢lectric Viewer-controlled Coordinate System. Conception
model executed 1968. Room 136 x 136 x 1207, with 14 infra-red g
tors, 14 photo-electric cells and 28 white incandescent bulbs. Equip
Courtesy of Automatic Timing and Contr¢ sls, Inc., King of Prussia,
sylvania. To be executed as a room 100 x 100 8 yards with fluore
tubes floor to ceiling A

Fig. 8 White Flow. 1967. White rayon silk fabrie, 16 x 21', fans, steel

construction W _ s~ . - r
s &
'~y st
" "
=
ks
5

e Sitalii il 3. N
Fig. 14 Record of Live Airborne System. November 30, 1968, at Coney

controls, water. 36 x 36 x 9" Fig. 15 Record of Chickens Hatching, April 14, 1969
'
Fig. 16 Cast Ice: Freezing ar.. Melsing. Japuary 2.5, 1€29, Studio roui,
New York ¥
-
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fied, but essentially the same form in 1968 on Coney Island,
New York.

From 1963 to the present, Haacke has developed most of
his early ideas side by side. His major dynamic principles and
ideas were set already around 1964 with the development of
the condensation box, the balloon systems, the first Ware, and
the conception for the sea gulls and for the refrigeration sys-
tems (which could not be exceuted until 1966 for lack of
hinancial support). If a general progression since then is to be
noted, it is primarily in the direction of greater simplicity,
irecedom, and sometimes, conceptualization. Small works set
on bases, for instance, have been replaced by works set directly
on the floor and by concepts of greater scope in general, espe-
cially in the outdoor systems. Color, used in the early works
with immiscible liquids and in the Sail, has been eliminated in
favor of only transparent or white materials. Haacke’s primary
reason for this deliberate change was to avoid any distractions
r decorative suggestions that color might create, in order to
locus the viewer’s attention on the actual phenomena of the
system; in addition, white seems to him natural, airy, and
related to transparency and reflection. Greater conceptualiza-
iion is evident in recent work like Wind in Water: Snow, which
hows less emphasis on the actual execution or orientation
toward the viewer than on the idea itself.

Basically, Haacke sees two approaches to the systems: the
production of systems, and the presentation in various ways
f systems that already exist. In both cases, the central question
is in what manner he exposes a natural system. Except for his
very recent work, Haacke’s systems have been “produced”,
though often in a very loose sense of the word. Thus he con-
dders even such examples as the sea gulls or the hatching
hickens intended for Toronto to be of this type, since in the
irst case, he set up the environmental conditions for feeding,
ind in the second, he will isolate the chickens froir natum thrale
urroundings as a device to focus attention on them.

In some works a reference to nature is made through a simu-
ation of its processes. This is the case with the Wave (Fig. 12)
wd the Winte Flow (Fig.8), both of which imitate the motion
fwaves, the first with actual water within a plexiglas container,
he second with a large sheet of white silk rippling on the floor.

ig. 17 Sky Line. Central Park, New York, 1967. Helium-filled balloons
me foot in diameter on nylon string, approx. 700

Fig. 18  Record of Wind in Water: Snow. Studio roof, New York, Dec. |
1968

Two examples that simulate rain are the Rain Tower (Fig. 11
already discussed in other contexts, and the Rain Tree, execute
in Central Park, New York, in the summer of 1968. The Ra
Tree consisted of a hose attached to a fire hydrant and strun
in a tree, so that the water dripped down through the branches
like rain, on an otherwise totally sunny day; this concept illu
trates both a simulation of natural processes and an alienatio
from normal conditions as a means of exposing a particul
system.

A real, rather than a simulated preséntation of natural prir
ciples occurs, for instance, in the condensation boxes, the ic
systems, the grass works, and an electricity system of 1968 th:
involved a high-voltage discharge cycle. In these works, natur:
transfermation and development proceed in almost the san
way as they do in nature, but with an imposition of synthet
materials and human concepts. The natural processes hav

(Continued on page 56

Fig. 19 Record of Meteorological System, Central Park, New York, Dece
ber 1968 (Courtesy Environmental Science Services Administra
US Dept. of Commerce)
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HAACKE: continued

been enclosed or otherwise confined by 2 man-made material
(most often plexiglas) and by regular, stercometric forms,
which isolate and regularize the natural phenomena. Partic-
ularly clear examples are the Condensation Cube (Fig.1), the
Grass Cube (Fig.2), and the electricity system, in which an arc
of electric current formed by a high-voltage discharge is blown
by a fan through a ten-foot long transparent pyrex cylinder
until it is broken by insulators at the other end and immediately
regenerated.

Often the use of these unexpected forms and materials in the
presentation of a natural system adds a formal and visual inter-
cst to the work, Although Haacke himself disclaims an interest
in shape and form in his systems for other than practical reasons
or for a preference for simplicity, in order to focus on the
dynamic processes themselves, the juxtaposition of naturally
occurring substances and processes with man-made materials
can create a visual and conceptual complexity that enhances
the work. In the Condensation Cube, for example, it is evident
that the condensation process has to be enclosed and isolated
in some way to be demonstrable in an indoor situation, and
that the basic reasons for its form are thus practical. Yet, the
transparency of the plexiglas walls of the condensation systems
sets up an interesting ambiguity between the wall as a kind of
transparent window, through which the viewer can see the
process of water condensation—itself transparent—and its
necessity as the primary condition that allows the process of
cvaporation, condensation, and dripping to create the work
independently of the artist, through the patterns and move-
ment on the interior of the wall. Similarly, the growing grass in
the Grass Cube has been confined and regularized by the plexi-
olas cube beneath it, which, as in the condensation boxes and
numerous other systems, also creates an interesting textural
juxtaposition between the soft, irregular natural forms and a
hard, artificial form. Even in such works as the White Flow

Fig.8) and the Cast Ice (Fig.16), there is an interesting con-

trast between the original, fairly rectangular ice and silk forms
and their transformation into irregular shapes as the one be-
gins to melt, and the other to ripple. In the balloon systems
'Figs.5 and 6), the fan has been made part of the visual expe-
rience (in contrast to the way it is used in the Sail, where it is
visually inessential) by its enclosure in either a square or tri-
angular white box, thereby becoming related to the balloon
formally in proportion, shape, and position. This juxtaposition
of a sphere with a square or a triangle—or, texturally, of the
soft, fragile balloon in contrast to the hard and angular box—
creates a tension in the viewer’s experience as he simultaneously
recognizes the formal aspects, the concepts of “‘balloon” and
“fan’ and their connotations, and the aerodynamic laws being
demonstrated here.

With the second basic type of systems—those that already
exist—the artist’s role is reduced considerably. This concept is
characteristic of his more recent work, and so far only three
examples genuinely fit within it. Two of these are Wind in
Water- Snow and the hatching chickens (Fig.15), both dis-
cussed above; the third is in the idea of presenting and record-
ing the recent birth of his son, Carl Samuel Selavy (an indirect

namesake of Duchamp) through a signed record (the hospital
identification certificate) of an actual and temporally unique
process. Simultaneously a playful and serious concept, it rep-
resents the extreme to which Haacke’s beliefs regarding the
use of natural systems and dynamic laws can be taken. In these
works with extant systems, the artist’s role consists only of the
conception of using natural systems in this way, the selection
of the systems to be demonstrated, and the act of pointing
them out in some way. Haacke considers this to be enough,
yet at the same time is aware of the inherent restrictions:

There is a set of physical laws governing motion which
severely interferes with one’s free-wheeling imagination.
Only strict obedience to these laws guarantees proper func-
tioning. . . . It is of utmost importance to study them and
make them useful for one’s purposes. If you can’t fight them,
join them. Let them become the very thing out of which the
work consists. 12 ;
With this kind of use of natural laws and systems, without alter-
ation by the artist, the question of the ready-made enters.
Haacke himself has pointed out that certain parallels can b
drawn between his work and that of Duchamp, the originator
of this concept of the ready-made:

Letting the natural laws in is tantamount to the adoptior
of .. .the ready-made. ... The principal and consciou
acceptance of natural laws in sculpture certainly parallel
Duchamp’s gesture of laying his hand on ready-made ob-
jects. . ..13

Haacke’s intent differs, however, from Duchamp’s, and hi
selection has been restricted to meteorological and biologica
systems. Yet, his fundamental interest in the dynamic inter
relationships and continual change that are evident every
where—in inorganic, biological, and sociological systems-
could lead into numerous other areas—all the more so witl
Haacke’s view that the artist himself cannot survive in isolation

The artist’s business requires his involyement in practicall
everything. . . . It would be bypassing the issue to say tha
the artist’s business is how to work with this and that matc
rial and manipulate the findings of perceptual psychology
and that the rest should be left to other professions. . . . Th
total scope of information he receives day after day is
concern. An artist is not an isolated system. In order to sw
vive ... he has to continuously interact with the worlf
around him. Theoretically, there are no limits to his involv
ment, ../

. Unpublished manuscript of talk given at annual meeting of Internation
Jolor Council, Spring 1968, New York.

2. Statements September, 1967, New York.

3. Ibid.

4. Ibid.

5. Statement August, 1965, Kaln.

6. Talk at International Color Council, op.cit.
7. Ibid.

8. Statements September, 1967, New York.

9. Talk at International Color Council, op.cit.
10.—14., Ibid. r

JOHNS: Notes, continued

Sidney Tillim, “Ten Years of Jasper Johns”, Arts 38 (April, 1964), p.22:

“It seems ridiculous to speak of the decline of an artist not yet thirty-five
years old. Yet such is the conclusion I feel one has to draw from the Jasper
Johns retrospective at the Jewish Museum. ... That he has been unable to
implement his "solution to achi ve a really major style has nothing to do
with his basic talent or imagination, but is rether du 2 to the fact that the
solution he devised for himself was a limited one—a fact to which I believe
his subsequent development bears witness.” )
9. Statement made by Mr.Johns to the author. (See g}'éte 93

10. Ibid. ;

11. Henri Zerner, “Universal Limited Art Editions”, L’ @il (December,
1964), p. 37.

12. Statement made by Mr. Johns to the author. (See Note 3.)

13. Ibid.

14. Ibid.

15. Ibid.

16. From a personal interview Kenneth Tyler granted the author on
February 6, 1969, at Gemini G.E.L. in Los Angeles, California.

17. Statement made by Mr. Johns to the author, (See Note 3.) At this time
Mr. Johns stated that his second portfolio of etchings from Universal Lim-
ited Art Editions had not yet been released.

18. Statermnent made by Mr. Johns to the author. (See Note 3.)

19. Ibid.

20, Ibid.

36

21. Ibid.

22. Statement made by Mr. Tyler to the author. (See Note 16.)

23. Statement made by Mr. Johns to the author. (See Note 3.)

24. Tbid.

25. Ibid.

26. Clement Greenberg, “Modernist Painting™, Arts Yearbook IV (196
pp-103—¢. 1n this seminal essay. Mr.Greenberg defines ‘‘modermisi
as, “the characteristic methods of a discipline to criticize the discipl)

itself”” which results in the fact that, “Each art had to determine, throy
its own operations and works, the effects exclusive to itself.”

27. Statement made by Mr. Johns to the author. (See Note 3.

28. See, for example, Jules Olitski’s Pink Alert, 1966 illustrated in Arl A
(May, 1967), p.34. In this as in many of his later paintings, Olitski utils
“drawing” along the edges of the canvas in order to formally ac knowle
the shape of the canvas and thus reinforce the objec t-quality of the pa
ing. Thus, in his later works Olitski seems to ¢ onsistently acknowledge
idea that color works best in the service of form but cannot in itself asst
the role of structure and thereby become a convincing object-painting
99. Statement made by Mr. Johns to the author. (See Note 3.

30. Ibid.

31. Ibid.

32, Walter Hopps, “An Interview with Jasper Johns”, Artforum 111 {Mau
1965), p.35.

33. Statement made by Mr. Johns to the author. (See Note 3.)

34. Tbid.
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In a way the work has a double meaning. In one way it’s
this very particular thing that has consequences, real
€0 ces, and is the result of preceding proce but
beyond that it is an example that can be garded
irrespective of its immediate relevance tQ the peopie or

proe nvoived

ésonances vraies,

*»

I'oeuvre devrait étre envisagée de deux
part elle est cette chose particuliére qui a

qui est e

J-clela elle est

jamment de




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

KM

V.D.37




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

KM

V.D.37




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

KM

V.D.37




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

KM

V.D.37




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

KM

V.D.37




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY KM V.D.37

The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel. 956-6100 Cable: Modernart
2 IREORMATLT ITON

ARTIST'S BIOGRAPHY

Name (in full): Hans HAACKE

If your professional name is not your full name, please give professional name:
Date of birth (month, day, year): August 12, 1936

Place of birth: Cologne, Germany

Present address(es): 463 West St., New York, N.Y. 10014

Citizenship (and date of naturalization, if appropriate): German

Places and dates of former permanent residences:

Study (places and dates): Travel (places and dates):
Staatliche Hochschule flr bildende Europe, Near East, USA, Canada
Kliinste, Kassel, 1956-60

Atelier 17, §.W, Hayter, Paris

1960-61

Prizes, grants, etc.: Grant of Deutscher Akademischer Austauschdienst
Fulbright Travel Grant

When did you first begin work as an artist?

~ If your work is related to experiences (in background, education, travel, etc.) that you
feel are important to its documentation, please explain.

v

Place and date work first publicly shown: MOMA 1970

One man shows: Important group shows:

List attached
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Media in which you have worked (painting, sculpture, photography, films, etc.):

Have you worked in fields other than the wvisual arts?

Writings, published and unpublished:

Bibliography (include documentary films and TV tapes):

Attached

1f there is any further information that you think might be valuable or interesting, or if
you care to make a general statement, we should appreciate it.
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11 West 53 Street, New York, N.Y. 10019 Tel. 9566100 Cable: Modernart

PROPOSALS

How will you be represented in the ghow? Title:
Poll of MOMA visitors

Describe its components, medium or is it printed matter o= is it on paper?

2 transparent ballot boxes; ballots for each visitor; either-or
guestion referring to a current socio-political issue; chart recording

Museum entries, ballots handed out, ballots cast.

Installation: Are there any special instruction on how the piece is to be ‘shown?

Details to be worked out with me during installation.
General instructions in proposal enclosed hef@ith.

If there are any other inatructiona that nre best described by a diagra.m please

tend it. e 3 °
prints numbered ballots designed by me. HOMA hands

one ballot to each visitor. MOMA prevents interference in balloting
MOMA records entries and ballots

: . : each day. MOMA follows all in-

$ 3000 ii» & . |struetions of detailed proposal and

If your piece, or any part of it, must be shipped (or collected from a lender) lconsul
please indicate all details here and we will instruct you further. me in

at your own risk any material you can entrust to the regular mail,|[C8S€ O oubt.

Insurance value

‘Baldot boxes have to be cpllgcted ‘at 95 E Hcmston St. (Corner Bowery)#1
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Full reproduction of proposal.  Proposal encla®ed herewith.

Photographs of the piece in the show?
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Photographs of a previous piece?

Other bphotographa »
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Borr 1936 in Cologne, Germany
Lives in New York City

(Proposal)
full-page




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY KM V.D.37

Proposal

POLL OF MOMA VISITORS

Two transparent ballot boxes are positioned in the exhibition,
one for each answer to an either-or question referring to a
current socio-political issue. The question is posted with the
ballot boxes. The ballots cast in each box are counted photo-
electrically and the state of the poll at any given time during
the exhibition is available in absolute figures.

Visitors of the museum are given one ballot each with the purchase
of an entrance ticket. Holders of membership cards and courtesy
passes receive a ballot from the guards at the entrance. Their
passes are to be marked so as to prevent the receipt of more than
one ballot. The guards also hand out one ballot to each visitor omn
days when the museum entry is free. All ballots are numbered con-
secutively.

The number of ballots handed out, the number of tickets sold, the
number of free pass entries and the number of free day visitors

are entered into a chart with the ballot boxes every day. The museum
instructs its personnel to make sure that no interference with the
polling process occurs and that no more than one ballot will be cast
by each visitor, The personnel and the visitors are requested to
report any irregularities to Hans Haacke, c/o Howard Wise Gallery,
50 W 57 St,,New York, N.Y, immediately.

it
Sample of chart:

Date:

Tickets sold:

Entries with artist,
membership, courtesy
pass, opening guests:

Entries on free day:

Total entries:

Ballots handed

Ballots in box

Ballots in box

Certifying accuracy of figures for MOMA:
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Please use this ballot for
the Hans Haacke's POLL of
MOMA visitors in the INFOR-

MATION Exhibition {
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Results of Primary Election
Location of Assembly Districts

Democratic Vote for Mayor

CITY SUMMARY

BADILLO PROCACCINO SCHEUER MAILER  WAGNER
Manhattan ... 74486 26,974 7,130 17,351 40,736
Bronx ........ 48332 51,438 10511 ,308 33,053
Brooklyn ..... 52,014 85,337 11,382 9,962 79,619
Queens ...... 37,738 77,348 9,096 8,831 61,375
Richmond .... 2,721 11,186 512 684 6,802
Totals .....215291 252,283 38631 41,136 221,585
MANHATTAN
AD. BADILLO PROCACCINO SCHEUER ~ MAILER  WAGNER
W .eoeenienan HT08 4,550 409 687 3,009
B oo cpann i 4,647 2,124 184 1119 1,712
B2 ks snionnly 4,864 2,341 723 1,552 3,461
o 5 7,811 5 600 2,548 3,119
suisen snaees  $B631 1,758 702 1,847 3,112
688 ¢oiiienenss 5,622 1,697 770 1,529 3,326
1,174 824 1,535 2,467
i 787 2,131 2,352
1,278 74 270 1,229
693 260 1,287 1,649
431 89 273 1,389
1,648 839 3,719
947 270 438 1,939
3,560 813 766 5,648
8 170 530 2,605
Totals ..... 74,486 26,974 7,130 17,351 40,736
BRONX
AD. BADILLO PROCACCINO SCHEUER MAILER  WAGNER
78 ceeveeeecss 5015 2,096 1,006 213 1,592
78 ccrnes oo 3,327 3,226 2,518 362 3,385
TT sovnnvnsese 5939 564 92 93 730
T8 - civnssmaon 4,361 637 190 212 1,210
T cososmnnnivn 4,892 1,022 152 152 1,113
80 i 3,878 7,434 518 274 3,494
8L o N 4 2,455 882 240 1,964
(o 2,787 5,052 1,468 416 4,222
83 oihvi s 2,828 8,569 1,054 494 4,576
R 6,562 7,546 1,491 1,162 5,240
85 civersneees 2,994 7,359 730 378 3,039
8- 3,012 5,471 410 312 2,488
Totals .. 48332 51,438 10,511 4,308 33,053
BROOGKLYN
AD. BADILLO PROCACCINO SCHEUER  MAILER  WAGNER
B cnsiovoiees 230R 4,178 108 186 2,615
3Q coovnonn .ee 2,097 1,684 86 103 1,209
T e evneneen 1.575 705 62 110 907
38 oeenanies . 1619 2,377 107 199 2,017
39 oo-inevens 2, 4,333 482 533 5,391
40 oocniionins : 2,501 312 386 2,893
B s s 2,116 5,143 683 592 5,108
Lo St 1,989 6,153 668 584 5,060
BB o s 2,786 3,786 862 644 4,436
R 4,259 5,185 1,791 954 6,398
4& .......... . 3611 5,961 1,556 835 6,771
M8 ocvnnen 3,353 7,701 1,224 767 7,602
BT« visiwwmivimisivie 2,084 6,73 762 496 4,783
A8 i 1,868 6,498 989 441 4,718
49 ..ioonnn doee - B10 6,212 140 233 2,402
50 ....... onee 1,968 3,843 125 248 3,482
Bl .cowovmoeva 1,789 4,006 498 556 3,753
BR vis v vaione 2,904 1,757 198 988 1,662
83 socovins s 1816 2,558 60 200 2,534
54 ......c. cee 2,218 1,028 304 327 1,628
B8 aierisanss 2,526 500 125 167 1,132
56 ..cocvven . 1619 481 87 206 1,075
L 1 2, 2,037 153 207 2,043
Totals . 52,014 85337 11,382 9,962 79,619
QUEENS
AD. BADILLO PROCACCINO SCHEUER MAILER  WAGNER
19 .... . 3,321 7,244 1,009 818 5,791
20 ..cc0venena 1,209 4,122 210 321 2,815
2 ceienieees. 3239 4,226 845 853 4,899
22 .osonvrns . 2403 5,897 566 591 3,736
DB oeirnines HOOB 5118 1,107 751 4,252
24 .oninnee 2,516 3,835 474 632 4,301
2 i BBBD 3,548 1,032 897 5,202
28 ...... vpmon  H318 1,986 697 627 2,976
BT ssivvven ses 3,418 5,708 1,052 847 5,919
2B sonissnvees 1,096 4,122 208 290 2,523
29 v . 1,308 5,867 220 334 3,102
30 .... 1,221 5,619 234 322 3,383
BL o osier oo 2,175 4,343 516 378 2,845
L SR ,805 6,655 330 449 3,270
83 cuoveininnn 1,477 4,939 298 414 3,460
M ..oniinnon 1,249 4,119 298 307 2,901
Totals ..... 37,738 77,348 9,096 8,831 61,375
RICHMOND
AD. BADILLO PROCACCINO SCHEUER  MAILER  WAGNER
B iaiin .. 1,341 6,371 226 354 3,570
L 1,380 4,815 286 330 3,232
Totals ..... 2,721 11,186 512 684 6,802

MANHATTAN

AD.

60 Lower Manhattan

61 Lower East Side

62 East-Side-Midtown

63 Greenwich Vil.-West Side
64 Yorkville

65 West Side-(41st-80th)

66 Cehfral Park-East Side
67 West Side (80th-100th)
68 East Harlem

69 West Side (110th-139th)
70 South Harlem

71 West Side-Washingtn Hts.
72 Central Harlem

73 Washington Hts.-Inwood
74 Harlem

BRONX

AD.

75 Melrose-Mott Haven

76 Highbridge-Morrisania

77 Hunts Point-Port Morris
78 Crotona Park

79 West Farms

80 Parkchester-Throgs Neck
81 Fordham

82 University Hts-Kingsbdge
83 Kingsbridge-Fordham No.
84 Riverdale-Williamsbridge
85 Morris Park-Pelham Bay
86 Baychester-Pelham Bay

BROOKLYN

35 Greenpoint

36 Bushwick

38 Brownsville-Bedford Stuy.
38 East New York

39 Canarsie-Flatlds Nw Lots
40 Brownsville-Flatlands

41 East Flatbush

BROOKLYN (Continued )

A.D.
42 Sheepshe.d Bay-Flatlands
43 Flal Mldwood

Fla
45 Sheepslmd Bay-ﬂlt.bush
46 Coney Isl
47 Bensonhurst
48 Borough Park
49 Bay Ridge-Fort Hlmllton
50 Bay Ridge-Boro
51 Park Slope-Boro Park
52 South Brooklyn
53 Gowanus-D’'nt'n Brooklyn
54 Fort Greene
55 Bedford-Stuyvesanf
56 South Williamsburg
57 Williamsburg-Boro Hall

QUEENS

AD.
19 Rockaway-Rosedale
20 Cambria Heights-Hollis
21 Fresh Meadow-Glen Oaks
22 Little Neck-Douglaston
23 Whitestone-College Point
24 Jamaica-South Jamaica
25 Kew Gardens-Jamaica
26 Springfield Gardens
27 Forest Hills-Rego Park
28 Ozone Park-Woodhaven
29 So. Ozone Pk-Howard Bch
30 Elmhurst-Maspeth
31 Corona-East Elmhurst
32 Steinwy-Jcksn Hts-Wdside
33 Astoria-Long Island City
34 Sunnyside-Maspeth

RICHMOND

A.D.
58 Tompkinsville-Tottenville
59 St. George-Rossville

Republican Vote for Mayor

CITY SUMMARY
A.D. LINDSAY MARCHI
Manhattan 43,951 12,599
Bronx .... 10,241 14,569
Brooklyn .. 20,396 33,456
Queens .... 27,159 40,513
Richmond . 3,611 10,588
Totals ..105,358 111,725

1,371
412
2,227
3,110
1,863
1,601
1,366
1,425
1,920
1,305
4,737
3,929
1,969
834
1,081
221
95
143
417
33,456
UEENS

A.D. LINDSAY  MARCH!
19 1,118 2,103
20 . 734 4,733
2 - 1,272 1,934
22 . 3053 4,198
23 . 1,868 2,741
24 1,780 1,685
25 ,909 1,708
26 1,786 363
27 1,692 2,993
28 1,747 3421
29 1,281 3,307
30 1,477 3,221
31 1,848 1,981
32 1,816 2,208
33 1,348 1,682
34 .. 1,430 2,235
Totals ... 27,158 40,513

RICHMOND
AD. LINDSAY  MARCHI
BB ..ienusn 1,847 6,369
80 .ineiusy 1,764 4,219
Totals . 3611 10588
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Hans Haacke at Howard Wise Gallery, 50 W 57, NYC, Nov. 1 - 29, 1969

The working premise is to think in terms of systems; the production of systems, the interference with and
the exposure of existing systems.

Such an approach is concerned with the operational structure of organizations, in which transfer of
information, energy and/or material occurs. Systems can be physical, biological or social, they can be
man-made, naturally existing or a combination of any of the above. In all cases verifiable processes are
referred to.

Hans Haacke, 1969

Execution of the works was assisted by the United Press International, Citizens Union, Harry Appel & Son,
King Freeze Corp., New York, Melcor, Trenton, N.J
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Hans Haacke

Selected one-man exhibitions:

1965 Galerie Schmela, Diisseldorf

1966 Howard Wise Gallery, New York

1967 1 Massachusetts Institute of Technology, Cambridge, Mass.
1968  Howard Wise Gallery, New York

1969 Howard Wise Gallery, New York

Selected group exhibitions:

1962 "“"NUL", Stedelijk Museum, Amsterdam
"New Prints from Germany, Poland and Russia'", Museum of
Modern Art, New York

1964  "ZERO", I.C,A, Philadelphia; Gallery of Modern Art, Washington
"Pilot Show", Signals Gallery, London
"NUL", Stedelijk Museum, Amsterdam
"Licht und Bewegung", Kunsthalle Bern; Brussels; Baden-Baden;
Dilisseldorf
"Directions in Kinetic Sculpture", University of California,
Berkeley
"Miscellaneous Motions of Kinetic Sculpture", Massachusetts
Institute of Technology, Cambridge, Mass.
"Kinetic Environment 1 & 2" Central Park, New York
"ars multiplicata'", Cologne, Wallraf-Richartz-Museum
"Plus by Minus: Today's 1/2 Century", Albright Knox Gallery,
Buffalo
"Art Vivant 1965-68", Fondation Maeght, Saint-Paul-de-Vence
"Air Art", Philadelphia Arts Council; Berkeley; Edmonton
"Options', Milwaukee Art Center; Mus. of Contemp. Art, Chicago
"The Machine as Seen at the End of the Mechanical Age", Museum
of Modern Art , New York; Houston; San Francisco
"Earth Art", Cornell University, Ithaca, N.Y,
"When Attitudes Become Form'", Kunsthalle Bern;Krefeld;London
"Other Ideas", Detroit I stitute of Arts
"Place and Process", Edmonton Art Gallery, Alberta
"557 087", Seattle Art Museum;Vewcovver B.c,
"New Alchemy: Elements, Systems and Forces', Art Gallery of
Ontario, Toronto
"Prospect 69", Kunsthalle Dlisseldorf
"Art by Telephone'", Museum of Contemporary Art, Chicago
"Plans and Projects as Art", Kunsthalle Bern; Munich, Hamburg
"Conceptual Art and Conceptual Aspects", New York Cultural Center
"Tokyo Biennale"
"Art Vivant Americain", Fondation Maeght, Saint-Paul-de-Vence

T N i S A AN S i 5 s
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Andrea, Christopher
Ashton, Dore

von Bonin, Wibke
Bourdon, David
Bourgeois, Jean-Louis
Burnham, Jack
Burnham, Jack
Burnham, Jack
Burnham, Jack
Burnham, Jack
Burnham, Jack
Celant, Germano
Clay, Jean

Clay, Jean

Fong, Monique
Glueck, Grace
Glusberg, Jorge

Glusberg, Jorge

SELECTED BIBLIOGRAPHY

"Haacke explains his 'astonishing' show", The
Christian Science Monitor, Boston, Nov. 20, 1969.

"Exercises in Anti-Style", Arts Magazine, New York,
April, 1969. :

"Germany: October 1969", Arts Magazine, New York,
November, 1969.

"What on Earth", LIFE, New York, April 29, 1969.
"New York", Artforum, New York, January, 1970.
"Hans Haacke: Wind and Water Sculpture", Tri-
anrterlz_ﬁqulgment, No.1, Northwestern Univer-
sity Press, Evanston, Illinois, Spring 1967.

"Questions a Hans Haacke," Robho,No.2, Paris,
November-December, 1967.

"Sculpture's Vanishing Base," Artforum, New York,
November, 1967.

Beyond Modern Sculpture, G. Braziller, Publisher,
ew York, 1968.

"Systems Esthetics", Artforum, New York, September,
1968.

"Real Time Systems," Artforum, New York, September,
1969.

“Arte & Azione Povera," Mazotta Editore, Milan, 1969i5

B

"La peinture est fini," Robho , No.1, Paris, June,
1967. Translation: "Painting - A Thing of the Past",
Studio International, London, July/August, 1967.

"Special Hans Haacke: Art Signe et Art Piege,"
Robho, No. 2, Paris, November/December, 1967.

"On Art and Technology," Studio International,
London, January, 1969,

" ttis The Month Before Christmas," Art in Amexriea,
New York, November/December, 1969.

"Los globos artisticos,” Analisis, No. 368, Buenos
Aires, April, 1968.

"La tecnica herramienta del arte nuevo," Analisis,

~ No. 318, Buenos Aires, April 1967.
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Greenwood, Michael
Janis, Harriet and
Blesh, Rudi

Johnson, William

Junker, Howard

Klein, Stanley
Kultermann, Udo
Leider, Philip
Lindgren, Nilo
Lippard, Lucy and
Chandler, John
Muller, Gregoire
Neugass, Fritz
Palazzoli, Daniela
Perreault, John
Perreault, John
Perreault, John
Pierre, Jose
Popper, Frank

Rickey, George

Rickey, ,Geepge >

"The Open Alembic", artscanada, Toronto,
December, 1969.

Collage, Chilton Book Company, Philadelphia, 1967.

"Reviews and Previews," Art News, New York,
December, 1969.

"Down to Earth", Newsweek, New York, March, 1969.

"Technology Invades the Arts," Machine Design,
New York, February 29, 1968.

Neue Dimensionen der Plastik, Wasmuth Verlag,
iibingen, 1967,

"Looking at Kinetic Sculpture," Artforum, Los
Angeles, May, 1966.

"Art and Technology', IEEE SPECTRUM, New York,
April, 1969.

"The Dematerialization of Art," Art International,

Lugano, February, 1968.

"In the Galleries", Arts Magazine, New York,
December /January 1969/70.

"Die Kontinente durchpfliigen", Frankfurter Allge-
meine Zeitung, Frankfurt/M., May 27, 1969.

"Ltaria e le strutture gonfiabili", Bit, Milan,
April, 1968.

"Now There's Hans Haacke," The Village Voice,
New York, January 25, 1968.

"Earth Show", The Village Voice, New York,
February 27, 1969.

"Systems," The Village Voice, New York,
November,20, 1969.

"Les grandes vacances de 1l'art moderne," L'OEIL,
Paris, May, 1969.

Naissance de 1l'art cinetique, Edition Gauthier-
illars, Paris, 1967.

"Kinesis Continued," Art in America, New York,
December-January, 1965/66.

"Origins of Kinetic Art", Studio International,
London, February, 1967.
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Rickey, George Constructivism:Origins and Evolution, G. Braziller,
ublisher, New York, 19€7. |
Schulze Vellinghausen, "Licht und Bewegung," Frankfurter Allgemeine
Albert Zeitung, Frankfurt/M., August 16, 1965.
Sharp, Willoughby “"Luminism and Kineticism," in Minimal Art, ed.
Gregory Battcock, E.P,Dutton, Publisher, New
York, 1968.

Sharp, Willoughby "Kineticism: Bursting into Open Space," Robho, No.2,
Paris, November/December, 1967,

Sharp, Willoughby "Place and Process", Artforum, New York,
November 1969.

Siegel, Jeanne "In the Galleries", Arts Magazine, New York,
March, 1968.

Spear, Athena "Sculptured Light", Art International, Vol.XI/10,
Lugano, 1967.

Strelow, Hans "Die Klinstler als Erfinder," Rheinische Post,
Diisseldorf, May 17, 1965.

Strelow, Hans "Kinetik mit Wasser und Luft", Rheinische Post,
Disseldorf, May 25, 1965,

Thwaites, John A, "The Story of Zero," Studio International, Londonm,
July, 1965.

Thwaites, John A. "Younger German Artists: Hans Haacke's Creations
Require the Viewer to Lend a Hand," Bulletin,
Bonn, October, 1962.

A A A N S g s

Thwaites, John A. "Vom Baum der Kunsterkenntnis,' Saarbrilicker
Zeitung, October 14, 1969, Saarbrlicken.

- 3 - Bnatian e s, Vids 4

Tillim, Sidney gln the Galleries", Arts Magazine, New York,
ctober, 1962.

TIME "The Kinetic Kraze," New York, January 28, 1966,

SRS Sty

TIME "Kinetics: Big Brother,'" New York, February, 1968.

L.
£
&
f

Vinklers, Bitite "Hans Haacke," Art International, Lugano,
September, 1969.

Winkler, Gerd "Atelierbesuch,'" Kunst, Mainz, August/September 196!

Young, Dennis "Introduction", catalogue of NEW ALCHEMY: Elements,
Systems, Forces, Toronto, 1969.
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Gerd Winkler ! "Wasser und Luft"
Hessischer Rundfunk, Frankfurt, 1965
12 minutes, black and white

Eila Hershon & Roberto Guerra "Hans Haacke: Film"
Westdeutscher Rundfunk, 3. Programm,
K8ln, 1969
30 minutes, color

Peter Ogilvie & Willoughby Sharp "Sky Line"
University Art Museum, University of
California, Berkeley, 196
8 minutes, color :
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Writings:
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A

"Opserving my mirror-objects...," January 1962.
Publ. in Hans Haacke,
exhibition announcement,
Wittenborn Gallery, New York,
September 1962.

T s s

"There is only a small difference...,'" January 1963,
Publ. in print portfolio,
Pratt Graphic Art Center, New York,
1963,

"_,.etwas machen, das Erfahrungen hat...," January 1965.
Publ. in Hans Haacke:Wind und Wasser,
exhibition announcement,
Galerie Schmela, Diisseldorf,
May 1965.

"make something which experiences...," English publ. in
NUL 1965, deel 1,
Bxhibition catalogue,
Stedelijk Museum, Amsterdam,
March 1965.

n . .faire quelque chose, qui reagisse...," French publ. in
Robho 2, Paris, Nov./Dec. 1967.

"Wenn Wind in...," August 1965.
Publ. in Hans Haacke:Wind und Wasser,
exhibition catalogue,
Haus am Llitzowplatz, Berlin,

WMo i 3 Aygust 1965.

"If wind blows...;" English publ. in
Jack Burnham,"Hans Haacke: Wind and
Water Sculpture",
Tri-Quarterly Supplement, No.l B
Northwestern University, Evanston, 111.}

Spring 1967.

NP ST T R T R

"I have partially filled...," October 1965.
"J1ai rempli en parti...," French publ. in
Robho 2, Paris, Nov./Dec. 1967.
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Interview with Jack Burnham, June 1966.
Publ, in Jack Burnham, "Hans Haacke:
Wind and Water Sculpture”,
Tri-Quarterly Supplement, No.l, -
Northwestern University, Evanston, 111,
Spring, 1967. f
Jack Burnham, "Questions a Hans Haacke",publ. French in
Robho 2, Paris, Nov./Dec. 1967

s
i

" The label 'Kinetic Art' has..., " September 1967.

"For some years, attention...,"September 1967.

"In the mind of the public...," September 1967.

"The concept of 'systems' is ...," September 1967.

"In talking about nature...," September 1967,
Publ. in Bitite Vinklers,
"Hans Haacke",
Art International , Lugano,
eptember 1969

®Atgculpture” that physically reacts...," September 1967.
Publ. in Hans Haacke ,
exhibition announcement,
Howard Wise Gallery, New York,
January 1968.
Also in Art International, * = 1%
Luganoj: April 1968.

Talk at annual meeting of Intersocietal Color Council, New York,
April 1968.
Excerpts publ. in Bitite Vinklers,
"Hans Haacke", Art International,
Lugano, September 1969

"A blanket of sSnow...," February 1969.
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Taped conversation with Dennis Young, summer 1969.
Excerpts publ.in

New Alchemy: Elements, Systems, Force!-;_

exhibition catalogue,
Art Gallery of Ontario, Toronto, 1969.

"The working premise is..." September 1969.
Publ. in Hans Haacke,
exhibition announcement,
Howard Wise Gallery, New York,
November 1969.

"Since a systems approach...," December 1969.

e b




