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| don’t think art is propaganda;
it should be something that
liberates the soul, provokes the
imagination, and encourages
people to go further. It cele-
brates humanity instead of
manipulating it.

— K. Haring, interviewed by S. Couderc, 1985
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“The Artist does not render the visible; the artist
makes visible.”’

— Paul Klee

This is precisely applicable to Keith Haring’s
creations, literally runaway pictures swarming
from perilous subways, animated by manic,
electric life—Keith Life, for the quickest glance

tells the viewer it is a Haring.

I was using the Brain Scanner, an electronic
sound-and-stroboscopy device to activate the
brain hemispheres—a flashing cacaphony of
light and sound, and suddenly there is Keith,
his little acrobats are jumping in all directions

and popping up everywhere.

— William S. Burroughs
July 30, 1989
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ABRIC IS ALL IT TAKES FOR

LUICE THROUGH"’

“The Great god Pan is dead! Pah, god of panic; the sud-
den awareness that everything is alive and significant.”

#»

— William S. Burroughs
Introduction to APOCALYPSE

remember the ageless, timeless youth of him!
inde Greek god Pan in track shoes spraying retinal trails

time in world history. He acco tmssnon durmg the 1980s, a turbulent

scary decade of negatlve-pandemomum

At this time of cultural collapse and social chaos Keith took up the traditional role
of performing philosopher—humanizing, popularizing, personalizing, illustrating
the great pagan insights of our race. Celebrated life, Intoxicated dance, the
jumping-jack-jill-joy of wise children, erotic energy, demonic confrontations.

It is Barry Blinderman who has listed with clear-poetry the nature of Keith's play:
“the hallucinatory interface of biology and technology in our increasingly cyber-
netic society.”

Barry's title “Future Primeval” really gets it right. Keith’s art spanned the history of

the human spirit. Keith could have jumped out of the time-capsule in the paleolithic
nd started drawing on cave walls and they would have understood and

7 ; tion-age of the 21st century it is clear that a global language
will develop. Litera { e use of letters to communicate—is the major barrier
betmeen classes, races, nations. This new language will be iconic. It will be com-
mumcated in digital pat rns through fiber-optic lines flashed on screens and VR
(Vlrtual Realities) eye»phone receivers. Graphix is the key to the information world
of the future. Television passivity will be replaced by personal expression. Just as
everyone was expected to “read and write” in the factory society, everyone will be
expected to “receive and graphicize” in the 21st. Everyone will be a graphix artist.
The graffiti impulse seen now in our inner-cities is an interesting forecast. And who
taught this future?

e re—
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E ENCOUNTERS
ITH THE THIRD MIND

— BARRY BLINDERMAN

NEW YORK 1980
n 1980, if you were looking for the most vanguard art being created in New
‘ York, the white-walled sanctuaries of SoHo were not likely to be your first
stop. At Lower Manhattan nightspots such as Mudd Club or Club 57, young
artists, musicians, filmmakers, poets and other performers congregated to collabo-
rate on one- or two-evening events. Intensity and outrageousness substituted for
duration or New York Times reviews in these venues. (In hindsight, there was a lot
to be accomplished in a very brief period of time—tragically so for many artists
who emerged during this time.) Reagan’s election that fall apparently did wonders
for wiping out artistic apathy. With a Fearless Leader in the White House perfo}m-
ing on TV, many artists felt compelled to counter with their own “acts” of socio-
political investigation. In addition to the clubs, guerrilla artspaces and organiza-
tions flourished: ABC No Rio on Rivington Street, Fashion Moda in the South
Bronx, Group Material, and Colab (Collaborative Projects) organized theme exhibi-
tions and performances that were open to virtually any artist. Some exhibitions of
particular importance in 1980 were the Times Square Show and the Real Estate
Show, organized by Colab; New York/New Wave, curated by Diego Cortez for P.S. 1;
Fashion Moda’s Events at the New Museum; and the Election Show, organized by
Group Material. '

It was a time when you could keep up with what was going on by scanning the
layers of posters that decorated walls and construction sites downtown. New Wave
rock bands, many featuring art school dropouts; were exhibiting some of the most
innovative artwork in the form of concert announcements. Cryptic messages by
SAMO and other graffiti poets began to appear at regular intervals between the
East Village and TriBeCa.

Indeed, subject matter and topical issues were making a viable comeback in the

expanded parameters of the 1980 artworld. Many young artists who had come of
- age during a decade of arcane minimalist theory and banal photorealist shop-
window scenes were tired of outworn formulas that did little or nothing to address
gripping social realities like nuclear threat, homelessness, hunger, scores of unde-
clared wars, and ogher manifold ills. Cultural dilemmas other than heartbreak had
] ians such as the Sex Pistols, the Clash, Talking Heads and
ghout the latter years of the 1970s. Now it was time for visual
eir social consciousness.

) strange-looking kid whose eyeglasses were decorated in
pamt—encrusted ¢ s (different each week) was becoming a regular at Club 57,
an art and perforfignge hangout located in the basement of a Polish church on St.

\ ugh shy and soft-spoken, Keith Haring had a real knack for
red souls of the artworld demimonde. He was curating one-
at 57, such as the Sex Show, and had also performed in a series
“Acts of Live Art. During one of these “acts,” Haring delivered an hour-long
monologue consisting of countless rearrangements of the same randomly chosen
words, all the while framing his face in a junked plastic television housing.

Keith at Club 57, June 1980. Photo: Joseph Szkodzinski.
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REPARED MIND:'’ THE

EI T H H A R I N G —~ MAARTEN VAN DE CGClLICHTE

Untitled, 1982-1983 (with L.A2). Opposite: Grace Jones
bodypainted. Photo: Tseng Kwong Chi.

— MAARTEN VAN DE CUCHTE

the Modern, organized by the Museum of Modern Art in 1984, an example of

Keith Haring’s art was mentioned on the very last page of the two-volume
catalogue. Kirk Varnadoe wrote: “Amid all that is familiar in the latest neoprimitive -
painting, .... what is most happily recognized is the restatement, however slight, of
this kind of dialogue (i.e. of self-projection, discovery, and self-criticism), in the
new infatuation with graffiti. Here the sophisticated devices of modern international
signage blend with cartoon conventions and streetwise conventions in EUCIGENTY
upbeat and ominous subterranean pictographs of modern life (e.g., Keith Haring).
Communication theory and cave painting meet in the South Bronx.”!

Yarnadoe’s assessment of Haring’s “Affinity with the Tribal” requires additional
comment after six years. In the act of writing about the “primitivist” aspect of Keith
Haring's work, | vividly remember walking through the galleries of the Stedelijk
Museum in Amsterdam in 1986. All the walls were covered with drawings, paint-
ings, and scribbles of Keith Haring. To mind came a vision of a man, driven in the
mad, intense sense of Charlton Heston in “The Agony and the Ecstacy” posing as
Michelangelo Buonarotti, suffering under the high ceiling of the Sistine chapel.
Haring’s work caused a similar sensation, when | saw it that day in Amsterdam.
Every available square foot had been utilized, creating a visual exuberance that was ,
utterly overwhelming. But in a more subdued mood, | had to ask the question:
Where had | seen this imagery before? Last year in Egypt? Central America, or
perhaps Peru? Or was it a recent issue of National Geographic?

Is it possible to demarcate to what extent non-Western subject matter and styles
entered into Haring’s work? Was it merely a superficial interest in “primitivist” forms
and images, or was Keith Haring doing something else? Many people are familiar
with the Kwakiutl-inspired totempoles and the Masai-related bodypaint in Haring’s
work.2 Are these borrowings from “other” artistic territories to be interpreted as trib-
utes to artists working in the vernacular? Or can one speak here of a deeper level of
structural assimilation of non-Western artistic forms by Haring with the express
purpose of destroying notions of control and subjectivity? Chance or intentionality?
Or should Haring’s work be read as an intensely humanistic and democratic con-
cern with art and its present “locus” in the contemporary world system? Haring’s
verbal acuity when interviewed points to his interest in language, the vehicle that
determines the whole field of social relations through symbolic representations, a
notion supported by the pre-eminence of linguistic signs in Haring’s art.

For some time Keith Haring’s relationship with ethnographic art has aroused the
curiosity of authors as diverse as Suzi Gablik and Robert Farris Thompson. Both
have called attention to aspects in Haring’s art that appear to have strong visual
links with non-Western art. Gablik juxtaposed Haring’s famous logo of a crawling
baby (Haring’s “Radiant Child,” as it was christined by the poet Rene Ricard) to an
Eskimo carving of a tupilak (spirit) from East Greenland. Emphasizing the “com-
plex cultural archaeology” of Keith'’s graffiti-influences and activities, she called him
a “New Wave Aztec.”3 Robert Farris Thompson, the anthropologist well-known for

‘n the exhibition “Primitivism” in 20th Century Art: Affinity of the Tribal and
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¥YITH KEITH HARING

— VA NGCE AL'ET TI

didn’t know who this skinny, nerdy kid was, but I'd run into him at odd hours

of the night (coming in at three in the morning, I'd pass him heading out).

It wasn't until | found Keith in a studio at P.S. 122 surrounded by his big drawings
of barking dogs, levitating p ing saucers, that | connected him to the
small drawings of crawling | d been popping up on walls all over the
neighborhood. The followi ) Keith had moved uptown to a duplex
studio on Sixth Avenue at 4 t he'd sublet from photographer Jimmy
DeSana and shared with Ke ent there to select two drawings from a
pile on the floor. Keith had a small gallery in Westbeth where a sign
announced blueprint copie: rawings for $25, and | was taking advan-
tage of the offer. On the st jor, an old rug had been turned over and

Keith had painted the botto! geometric pattern. Aside from the draw-
ings and paintings on the fl e more tacked to the walls and rolled in
corners upstairs. And, agai here were enormous blow-up photos of
Bianca Jagger that Keith said he found in the trash, along with a big blow-up of
Grace Jone's head in the next room. It was here, just before his Club 57 show a few
weeks later (May), that | did the following interview.

Keith Haring used to live in my building on Second Avenue at 12th Street. |

~ SPRING 1981
VA | might as well start out with some basic history. Where are you from? When
did you move to New York?

KH | was born in Kutztown, Pennsylvania. It's northeast of Philadelphia, between
Lebanon and Allentown. Pennsylvania Dutch country. It's a tiny town. | lived there
until | was 18.

VA What did your parents do?

KH My mother was a housewife. One of the interesting things my father was into
was ham radio. He worked for Western Electric, but in his spare time he worked on
ham radios as a hobby. | was never really interested [in it] when | was young, but
now it has somehow come full circle to the point where what I'm involved in with
communications is something that he’s been doing the whole time. Now, | would
be seriously interested in starting a radio station, a way of broadcasting your own
material from your own base.

VA Like a pirate station ... ?

KH Graffiti on the airwaves. My father was probably where | first learned how to
draw because he was considered an artist when he was in high school but never
pursued it. When | was little he would do drawings with me, mostly cartoon-type
things—dogs with big eyes, and characters that he invented. | also remember him
drawing naked ladies. | wasn’t supposed to see them, but I'd find these great draw-
ings of naked ladies, better than Vargas'’s in Playboy. | found them in the cellar and
then he never did them anymore. | have never seen any since then.

91



CHECKLIST OF
THE EXHIBITION

Number preceding each artwork refers to page on which it appears in catalogue.
Height precedes width precedes depth in all dimensional listings.

XEROXES

222

221

971

Untitled (“Reagan Slain...”) 1980
Xerox on paper, 8'2 x 11 inches
Muna Tseng Dance Projects

Untitled (“Mob Flees...”) 1980
Xerox on paper, 82 x 11 inches
Muna Tseng Dance Projects

Untitled (Cut-up piece) 1980
Xerox on paper, 11 x 82 inches
Muna Tseng Dance Projects

SUBWAY DRAWINGS

29.2

29.1

26

28

34

27

30.1

30.2

30.3

30.4

32

33

31

40

Untitled, ca. 1981
chalk on black paper, 22 x 29 inches
G.W.W. Fine Art

Untitled, ca. 1981
chalk on black paper, 45 x 60 inches
Private collection

Untitled, 1981
chalk on black paper, 46 x 29 inches
Collection of Richard Hambleton

Untitled, ca. 1981
chalk on black paper, 77 x 41 inches
Private collection

Untitled, 1982
chalk on black paper, 46 x 29 inches
Private collection

Untitled, 1982
chalk on black paper, 46 x 29 inches
Private collection

Untitled, 1982
chalk on black paper, 46 x 29 inches
Collection of Richard Hambleton

Untitled, 1982
chalk on black paper, 46 x 29 inches
Collection of Richard Hambleton

Untitled, 1982
chalk on black paper, 46 x 29 inches
Collection of Richard Hambleton

Untitled, 1982
chalk on black paper, 46 x 29 inches
Collection of Richard Hambleton

Untitled, 1982
chalk on black paper, 46 x 29 inches
Collection of Richard Hambleton

Untitled, 1982
chalk on black paper, 46 x 29 inches
Private collection

Untitled, 1982
chalk on black paper, 83 x 41 inches
Private collection

Untitled, ca. 1983
chalk on black paper, 45 x 58 inches
ARTS FOUR, New York

37

35

36

38

39

42

43

44

45

46

47

Untitled, 1983
chalk on black paper, 46 x 29 inches
ARTS FOUR, New York

Untitled, ca. 1983
chalk on black paper, 46 x 29 inches
G.W.W. Fine Art e

Untitled, 1983
chalk on black paper, 83 x 41 inches
Private collection

Untitled, 1983
chalk on black paper, 83 x 41 inches
Private collection

Untitled, 1983
chalk on black paper, 80 x 44 inches
Private collection

Untitled, 1984
chalk on black paper, 83 x 41 inches
Collection of Peter Belikis

Untitled, 1984
chalk on black paper, 83 x 41 inches
Collection of Peter Belikis

Untitled, 1985
chalk on black paper, 40 x 29 inches
Private collection

Untitled (“Merry Christmas 1985”), 1985
chalk on black paper, 46 x 29 inches
ARTS FOUR, New York

Untitled, 1985 (“Still Alive in 85”)
chalk on black paper, 46 x 29 inches
ARTS FOUR, New York

Untitled (“Still Alive in 85”), 1985
chalk on black paper, 83 x 41 inches
Private collection

MARILYN AND ELVIS

62.1

62.2

62.3

62.4

63.2

63.1

Untitled (Marilyn), 1981
ink on offset litho., 38% x 26% inches
Lannan Foundation, Los Angeles

Untitled (Marilyn), 1981
ink on offset litho., 38% x 26% inches
The Rubell Collection

Untitled (Marilyn), 1981
ink on offset litho., 38% x 26% inches
The Rubell Collection

Untitled (Marilyn), 1981
ink on offset litho., 38% x 26% inches
The Rubell Collection

Untitled (Elvis), 1981

ink and tempera on offset litho.,
38% x 26% inches

Lannan Foundation, Los Angeles

Untitled (Elvis), 1981

marker and ink on offset litho.,
38% x 26% inches

Private collection

63.3

63.4

Untitled (Elvis), 1981

marker and ink on offset litho.,
38% x 26% inches

Private collection

Untitled (Elvis), 1981

sumi ink and marker on offset litho.,
38% x 26% inches

The Rubell Collection

DRAWINGS ON PAPER, VINYL,
BOARD, AND PLASTIC

50.2

50.1

101.2

51.2

104

51.1

23.1

54.2

93.1

53.1

94.2

52.2

23.2

52.1

Untitled, 1979

sumi ink and acrylic on paper,
67 x 94% inches

Collection of Steven A. Robins

Untitled, 1979
pencil on graph paper, 9% x 12': inches
Collection of Kenny Scharf

Untitled, 9/13/1980
sumi ink on paper, 20 x 26 inches
Collection of Min Sanchez

Untitled, 9/17/1980

sumi ink and spray enamel on bristol board,
20 x 26 inches

Collection of Martin & Janet Blinder, LA

Untitled (For Daryl), 1980
sumi ink on paper, 9 x 25 inches
Collection of Martin & Janet Blinder, LA

Untitled, 1980

spray paint and marker on paper,
48 x 116 inches

Private collection

Untitled (Brooke Shields), 1981
china marker on acetate, 45 x 85 inches
Keith Haring Estate

Untitled, 1981
gold marker on black vinyl, 35 x 38 inches
Collection of Vince Aletti

Untitled, 1981
sumi ink on board, 20 x 26 inches
Martin Lawrence Limited Editions,
Van Nuys, CA

Untitled, 1981

black and gold marker on red plastic
18 x 24 inches

Collection of Vince Aletti

Untitled, 1981
magic marker on paper, 45 x 85 inches
Private collection

Untitled, 1981
photo reproduction of blueprint paper
Collection of Vince Aletti

Untitled, 1981
gold marker on black vinyl, 14 x 19 inches
Private cotlection

Untitled, 1981
sumi ink on paper, 38 x 50 inches
Schorr Family Collection

Untitled, 2/3/1981

photo reproduction on blueprint paper,
41 x 58" inches

Private collection




1951

64.1

67.1

67.2

98

118.3

72.2

99.1

99.2 Untitled, 1984
sumi ink and acrylic on paper,
27% x 39% inches
Martin Lawrence Limited Editions,
Van Nuys, CA
PAINTINGS
56 Untitled, 1981
vinyl ink on tarpaulin, 72 x 72 inches
Private collection
57 Untitled, 1981
acrylic on vinyl, 50 x 50 inches
Anne Plumb Gallery, New York
58 Untitled, 1981
vinyl paint on tarpaulin, 148 x 145 inches
Lannan Foundation, Los Angeles
59 Untitled, 1981
enamel on metal, 48 x 48 inches
Schorr Family Collection
60 Untitled, 1981
enamel on masonite, 48 x 48 inches
Schorr Family Collection
61 Untitled, 1982
acrylic and dayglo on wood, 23x23x1 inch
Private collection
64.2 Untitled, 1982 (with LA2)
spray paint on canvas
3 panels, 120" x 56 inches each
Private collection
66.2 Untitled, 1982 (with LA2)

Untitled, 1982

sumi ink and acrylic on paper,
72 x 138 inches

Daniel Varenne Gallery, Geneva

Untitled, 1982
marker on paper, 9 x 12 inches
Private collection

Untitled (USA 1982), 1982

sumi ink on paper, 19% x 28 inches
Martin Lawrence Limited Editions,
Van Nuys, CA g

Untitled, 1982
sumi ink on paper, 20 x 28 inches
Collection of Martin & Janet Blinder, LA

Untitled (For Daze), 4/16/1982
markers on paper, 8% x 11 inches
Collection of DAZE

Untitled, 1982
marker on paper, 12 x 9 inches
Private collection

Untitled, 1982
sumi ink on paper, 23 x 29 inches
Martin Lawrence Limited Editions,
Van Nuys, CA

Untitled, 1983

tempera on paper, 22 x 29" inches
Martin Lawrence Limited Editions,
Van Nuys, CA T

Untitled, 1983

sumi ink and acrylic on paper,

22 x 29"s inches

Martin Lawrence Limited Editions,
Van Nuys, CA

enamel on metal, 22" x 48 inches
Schorr Family Collection

73.2

721

74

75

76

7

Untitled (USA 1983), 1983 105
paint on leather, 28 x 29 inches

Private collection

Untitled, 1984

enamel on wood, 11% x 16 x 1% inches
Private collection

Untitled, 1985

acrylic on canvas, 60 x 60 inches
Collection of Martin & Janet Blinder, LA

Untitled, 1985 81
acrylic and enamel on canvas,

60 x 60 inches

Muna Tseng Dance Projects

Untitled (For Carlos Cartagena), 1985
acrylic on canvas, 60 x 60 inches
Schorr Family Collection

Untitled, 1985

oil and acrylic on canvas,

60 x 60 inches

Collection of Bruce Mailman

120.2

124

69

70.1

70.2

SCULPTURES AND OBJECTS

108.1

108.2

54.1

55

65.1

107

1211

121.2

65.2

66.1

68

Untitled, n.d. (13 Grace Jones costume
ornaments)

paint on tin, various dimensions n
Private collection
Untitled, n.d. 72

marker on helmet, 142 x 10 x 9 inches
Collection of Justin Warsh

Untitled, 1981 2
marker and enamel on crib, 42 x 55 x 30 inches
Collection of Hal Bromm,

courtesy Hal Bromm Gallery

Untitled, 1981

enamel and ink marker on fiberglass vase,
40 x 25 x 25 inches

Collection of Brooke & Carolyn Alexander

Untitled, 1981
marker and dayglo paint on wood
Museum of American Graffiti

Untitled, 1981

ink marker on fiberglass vase,
39% x 25" inches

Lannan Foundation, Los Angeles

Untitled, 1981

ink marker on fiberglass vase,
39% x 25% inches

Lannan Foundation, Los Angeles

Untitled, 1981

marker and enamel on wooden desk drawer,
23 x 16 x 7 inches

Collection of Craig Hatkoff,

courtesy of Hal Bromm Gallery

Untitled, 1982 (with LA2)
enamel on taxi hood
Private collection

Untitled, 1982

marker and enamel on wood,
53% x 18"z x ¥ inches
Private collection

Untitled, 1982 (with LA2)
marker on taxi hood,

63 x 51 x 28 inches
Private collection

106

78.3

109.1

79

78.1

116.2

109.1

116.2

116.2

Untitled, 1982
spray enamel on metal, 84 x 75 x 2 inches
Private collection

Untitled, 1982
marker on wood, 42" x 21% x 1 inch
Museum of American Graffiti

Untitled, ca. 1982
marker on wooden crutches, hat, and T-shirt
Museum of American Graffiti

Untitled, 1982-83 (with LA2)

enamel on fiberglass urn,

39% x 25%2 inches

Collection of Leslie and Ron Rosenzweig,
courtesy of Hal Bromm Gallery

Untitled, 1983 (with Kermit Oswald)
enamel on wood, 72 x 72 x 3 inches
Private collection

Untitled, 1983 (with Kermit Oswald)
enamel on wood, 39 x 33% x 2% inches
Schorr Family Collection

Untitled, 1983 (with Kermit Oswald)
enamel on wood, 20% x 31 x 2'% inches
Private collection

Untitled, 1983 (with Kermit Oswald)
acrylic on wood, 72 x 72 x 3 inches
Schorr Family Collection

Untitled, 1983 (with Kermit Oswald)
acrylic on wood, 20% x 31 x 2%
Private collection

Untitled, 1983 (with LA2)
markers on book pages
Museum of American Graffiti

Untitled, 1983

marker and enamel on drum,
29 x 14Ys inches

Private collection

Untitled, 1985
painted steel, 19 x 52 x 30 inches
Collection of Martin & Janet Blinder, LA

Untitled, 1986
marker on notebook cover, 9% x 6 inches
Museum of American Graffiti

Untitled, 1986

enamel on 1963 Buick Special,
189 x 71 x 54 inches
Collection of Justin Warsh

Untitled, 1986
painted steel, 19% x 27 x 18 inches
Collection of Martin & Janet Blinder, LA

Untitled, 1987 (red child)
marker on Pop Shop outfit,
67 x 39 inches

Private collection

Untitled, 1987
ink on notebook page
Museum of American Graffiti

Untitled, 1987 (figure)
marker on Pop Shop outfit,
65 x 47 inches

Private collection

Untitled, 1987 (snake)
marker on Pop Shop outfit,
66% x 39" inches

Private collection

Following page: photo by Tseng Kwong Chi.
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