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Jackson Pollock making a 
drip painting



“The Legacy of Jackson Pollock” (1958)
Allan Kaprow

• “He [Pollock] created some magnificent paintings.  But he also 
destroyed painting.”
• “I am convinced that to grasp a Pollock’s impact properly, we must be 
acrobats, constantly shuttling between an identification with the hands 
an body that flung the paint and stood ‘in’ the canvas and submission 
to the objective markings, allowing them to entangle and assault us.  
This instability is indeed far from the  idea of a ‘complete’ painting.  The 
artist, the spectator, and the outer world are much  too interchangeably 
involved here.”
• “Then Form.  To follow it, it is necessary to get rid of the usual idea of 
“Form,” i.e., a beginning, middle and end, or any variant of this 
principle – such as fragmentation.  We do not enter a painting of 
Pollock’s in any one place (or hundred places).  Anywhere is 
everywhere, and we dip in and out when and where we can.”



Allan Kaprow, Penny Arcade, 1956 



Allan Kaprow, Baby, 1956



1957-59



Allan Kaprow, Rearrangeable Panels, 1957-59

Allan Kaprow, 18 Happenings in 6 
Parts, 1959 





Allan Kaprow, An Apple Shrine, 1960 



Allan Kaprow, Words, 1961 



Allan Kaprow, Push and Pull: A Furniture Comedy for Hans Hofmann, 1963



Allan Kaprow, Push and Pull: A Furniture Comedy for Hans Hofmann, 1963



Allan Kaprow, Yard, 1961





Allan Kaprow, Household, 1964 



Kaprow, Fluids, 1967, photographs by Dennis Hopper





Jeanne-Claude Wrapped for Allan 
Kaprow’s “Calling” (1965





Christo and Jeanne-Claude –
both born June 13, 1935

Jean-Claude died November 18, 
2009





Christo with "Wrapped Woman, 1961" at the 
home of Yves and Rotraut Klein



Left: Christo, Package on 
Wheelbarrow, 1963
Left Below: Christo, Wrapped 
Package, 1960
Right Below: Christo, Wrapped Live 
Model, c. 1961



Conceptual Art
Dematerialization

Language
Technology

Systems



Lucy Lippard and John Chandler, "The Dematerialization of Art," Art International Vol. 12, 
no. 2 (February 1968), pp. 31-36



During the 1960s the anti-intellectual, emotional intuitive 
processes of art-making characteristic of the last two decades 
have begun to give way to an ultra-conceptual art that 
emphasizes the thinking process almost  exclusively.  As more 
and more work is designed in the studio, but executed elsewhere 
by professional craftsmen, as the object becomes merely the 
end product, a number of artists are losing interest in the 
physical evolution of the work of art.  The studio is again 
becoming a study.  Such a trend appears to be provoking a 
profound dematerialization of art, especially of art as an object, 
and if it continues to prevail, it may result in the object’s 
becoming wholly obsolete.

Lucy Lippard and John Chandler, “The Dematerialization of Art,” Art
International, Vol. 12, no. 2 (February 1968), pp. 31-36.



Dan Graham, Homes for America, 1966-67 



Dan Graham, Homes for America, 1966-67



Dan Graham, Figurative, 1969 



Sol LeWitt, Untitled, 1966



Sol LeWitt, Title page 
from Straight Lines in 
Four Directions and All 
Their Possible 
Combinations, 1973 



Sol LeWitt, All Variations of Incomplete Open Cubes, 1974



Sentences on Conceptual Art by Sol Lewitt 
1.Conceptual artists are mystics rather than rationalists. They leap to conclusions that logic cannot reach.
2.Rational judgements repeat rational judgements.
3.Irrational judgements lead to new experience.
4.Formal art is essentially rational.
5.Irrational thoughts should be followed absolutely and logically.
6.If the artist changes his mind midway through the execution of the piece he compromises the result and repeats past results.
7.The artist's will is secondary to the process he initiates from idea to completion. His wilfulness may only be ego.
8.When words such as painting and sculpture are used, they connote a whole tradition and imply a consequent acceptance of this 
tradition, thus placing limitations on the artist who would be reluctant to make art that goes beyond the limitations.
9.The concept and idea are different. The former implies a general direction while the latter is the component. Ideas implement the 
concept.
10.Ideas can be works of art; they are in a chain of development that may eventually find some form. All ideas need not be made 
physical.
11.Ideas do not necessarily proceed in logical order. They may set one off in unexpected directions, but an idea must necessarily be 
completed in the mind before the next one is formed.
12.For each work of art that becomes physical there are many variations that do not.
13.A work of art may be understood as a conductor from the artist's mind artist to another may induce an idea chain, if they share the 
same concept.
14. The words of one artist to another may induce an idea chain, if they share the same concept.
15.Since no form is intrinsically superior to another, the artist may use any form, from an expression of words (written or spoken) to 
physical reality, equally.
16.If words are used, and they proceed from ideas about art, then they are art and not literature; numbers are not mathematics.
17.All ideas are art if they are concerned with art and fall within the conventions of art.
18.One usually understands the art of the past by applying the convention of the present, thus misunderstanding the art of the past.
19.The conventions of art are altered by works of art.



20.Successful art changes our understanding of the conventions by altering our perceptions.
21.Perception of ideas leads to new ideas.
22.The artist cannot imagine his art, and cannot perceive it until it is complete.
23.The artist may misperceive (understand it differently from the artist) a work of art but still be set off in his own chain of
thought by that misconstrual.
24.Perception is subjective.
25.The artist may not necessarily understand his own art. His perception is neither better nor worse than that of others.
26.An artist may perceive the art of others better than his own.
27.The concept of a work of art may involve the matter of the piece or the process in which it is made.
28.Once the idea of the piece is established in the artist's mind and the final form is decided, the process is carried out 
blindly. There are many side effects that the artist cannot imagine. These may be used as ideas for new works.
29.The process is mechanical and should not be tampered with. It should run its course.
30.There are many elements involved in a work of art. The most important are the most obvious.
31.If an artist uses the same form in a group of works, and changes the material, one would assume the artist's concept 
involved the material.
32.Banal ideas cannot be rescued by beautiful execution.
33.It is difficult to bungle a good idea.
34.When an artist learns his craft too well he makes slick art.
35.These sentences comment on art, but are not art.

First published in 0-9 (New York), 1969, and Art-Language (England), May 1969



Robert Barry, Inert Gas Series, Argon, 1969



Robert Barry, Inert Gas Series, Helium, 1969



Robert Barry, Marcuse Piece, 1970 





Real Time Systems (1969)
Jack Burnham 

Dennis Oppenheim, Directed Seeding – Cancelled Crop, 1969
The route from Finsterwolde (location of wheat field) to Niece Schnapps (location of storage silo) was reduced by a factor of 6X and plotted on a 154 X 267 
meter field. The field was then seeded following this line.



This work brings together two interventions Oppenheim created on a field owned by farmer Albert Waalken in 
Finsterwolde, north-eastern Holland, in 1969. It comprises four distinct elements mounted on board: a colour
photograph of a wheatfield being sowed by a tractor in parallel curving lines seen from high up; a negative image 
in black and white of a map of the area of Finsterwolde onto which two sections of text have been collaged; and 
two black and white aerial photographs of the same field being traversed by a tractor cutting an X into the 
wheat. The first two elements relate to the action Directed Seeding. For this the field was seeded according to a 
line plotted by following the road from the village of Finsterwolde, the location of the field, to Nieuweschans, 
another village where the farmer’s storage silo for wheat was located. Oppenheim reduced this curved line by a 
factor of six in order to direct the trajectory of seeding. The tractor then carved a series of curved parallel lines 
on the surface of the field as it dug up earth and scattered seed. From an aerial perspective the patterning of 
parallel lines may be viewed as a form of line drawing on the landscape. The precise location of the field and the 
silo are indicated on the map, showing the trajectory of the road. The two sections of text collaged onto the 
upper portion of the map briefly describe the two interventions. https://www.tate.org.uk/art/artworks/oppenheim-directed-seeding-
cancelled-crop-t12402



“…from ‘ground systems’ to a broad use of interacting 
ecologies…”

“The significance of this project is that Oppenheim is using the 
untapped energy and information network of the day-to-day 
environment. Such situations produce abundant information 
with a minimum of reorganization…”

“Signal recognition that art is information process appeared with 
Conceptual Art.”



Systems Esthetics (1968)
Jack Burnham 

“A polarity is presently developing between the finite, unique work of high art, that is, painting 
or sculpture, and conceptions that can loosely be termed unobjects, these being either 
environments or artifacts that resist prevailing critical analysis.”

“The systems approach goes beyond a concern with staged environments and happenings; it 
deals in a revolutionary fashion with the larger problem of boundary concepts. In systems 
perspective there are no contrived confines such as the theater proscenium or picture frame. 
Conceptual focus rather than material limits define the system. Thus any situation, either in or 
outside the context of art, may be designed and judged as a system. Inasmuch as a system may 
contain people, ideas, messages, atmospheric conditions, power sources, and so on, a system 
is, to quote the systems biologist, Ludwig von Bertalanffy, a "complex of components in 
interaction," comprised of material, energy, and information in various degrees of 
organization.”



Karl Ludwig von Bertalanffy
(September 19, 1901, Vienna – June 12, 1972, Buffalo, New York)



1928/1933 1968



Hog Pasture: Survival Piece #1” (1970-71) by Helen Mayer Harrison & Newton Harrison:  “In the exhibition, which was held in mid-Winter, the 
green of the work, the smallness of the room, the quality of the light, the odor of the air attracted a continuing audience. The earth was made 
as part of the earlier earth-making ritual. As a consequence for a while, hog pasture grew at about half an inch a day. We attempted to 
introduce a small hog to our pasture. The museum refused.” http://theharrisonstudio.net/hog-
pasture-survival-piece-1-1970-71



Hans Haacke, Framing (Condensation Cube), 1963-65



Hans Haacke, 
Chickens Hatching, 
1969

In Chickens 
Hatching, Haacke
installed eight small 
incubators in the Art 
Gallery of Ontario 
and placed inside 
fertilized chicken 
eggs, which he 
synthetically 
monitored with a 
feedback system of 
lamps and 
thermostats until 
they hatched.



Hans Haacke, MoMA Poll, 1970

The artist Hans Haacke posited this 
SYSTEM as art: a query, a response 
algorithm, and its visual feedback.
Question:
Would the fact that Governor Rockefeller 
has not denounced President Nixon's 
Indochina policy be a reason for you not 
to vote for him in November ?
Answer:
If 'yes'
please cast your ballot into the left box
if 'no'
into the right box.

'Ballots' were dropped into either of two 
plexi-glass ballot boxes [visitors chose 
"yes" twice as often as "no"]. 
New York Governor Nelson Rockefeller was 
a member of the board of trustees of 
MOMA and planning a run for the U.S. 
Presidency at the time.



John Baldessari, The Back of All the Trucks While Driving from Los Angeles to Santa Barbara, 1963



John Baldessari, National City Series, 1966-68



Dan Graham, Homes for America, 1966-67



Dan Graham, “Car Hop” from Homes 
for America, 1966-7



Dennis Hopper, Double Standard, 1961



Ed Ruscha, Every Building on Sunset Strip, 1966





Ed Ruscha, Patrick Blackwell and Mason Williams, Royal Road Test, 1967



Paul McCarthy, Sunset Boulevard, 1970



Art after Deskilling

John Roberts



What is the central question 
concerning labor in Roberts’ essay?





What has shifted in the labor of the artist 
in the work of Courbet and Manet?



Courbet, The Stonebreakers, 1849 



Manet, Le Dejeuner sur
l’herbe (Luncheon on the 
Grass), 1863 



Royal Academy 
Art Hierarchy





“art pompier” 

Jacques-Louis David, Leonidas at Thermopylae, 1798-1814



Alexandre Cabanel, The Birth of Venus, 1864 



Jean-Léon Gérôme, The Cock Fight, 1846

"Neo-Grec" 
style 



"Beauty is truth, truth beauty, that is 
all Ye know on earth, and all ye need 

to know.” 

John Keats, Ode on a Grecian Urn (1819)



Courbet, The Stonebreakers, 1849 



Manet, Le Dejeuner sur
l’herbe (Luncheon on the 
Grass), 1863 



To what does Roberts refer in the 
phrase “deflationary logic” on page 

81?



Indeed, a reversal of judgement takes place: rather than the
spectator adjudicating a work on the grounds of how well it matches or
surpasses inherited technique, the assessment of value is based on how well the
work, in its creation of new forms, withdraws from, and adulterates, inherited
technique. In this sense, Courbet and Manet’s negation of inherited technique
introduces into modernist painting what we might call a deflationary logic,
that was to stretch to Picasso and on to Jackson Pollock. The inherited
techniques and forms of naturalism and realism are submitted to a radical
process of denaturalisation, abstraction and formalisation.



What has shifted in the labor of the artist 
in the work of Courbet and Manet – and is 

it really anything new?





Marcel Duchamp (1887-1968) Duchamp, Portrait of chess 
player 1911

Retinal Art 
versus 

Anti-Retinal Art



Marcel Duchamp, Nude Descending a Staircase, 
No. 2, 1912



The Nude Lady and the Stairway
Title of a Cubist picture at the Armory 
Show.
Now this is asked on Hudson's banks
And not on shores of Niger;
Our lady's on a stairway placed,
There's no sign of a tiger.
At least the "Cubist" says she is
He who hath so devised her;
No stair nor dame can we discern
And so we're none the wiser.
If "art concealeth art"—when then
This "Cubist" is a master,
For he hath hidden stair and dame
Beneath some brown courtplaster.
Oh—Saints, Madonnas, visions fair,
Of Raphael and of Lippi.
Must we forsake Ye—and embrace
Bad dreams by painters "Dippy"?
Perish the thought—with masters old;
We'll still walk woodlands shady,
Still be inspired by visions fair,
Scat! "Stairway and Nude Lady." 





Eliot Elisofon, Marcel Duchamp 
Walking down Stairs mimicking Nude 
Descending a Staircase, 1952



Duchamp, Bicycle Wheel, 1913

Readymade

Duchamp wanted, he 
said, "to put art back in 

the service of the 
mind."



Duchamp, Three Standard Stoppages, 1913-14

It is "a joke about 
the meter (3.2 ft)," 

Duchamp glibly 
noted about this 

piece, but his 
premise for it reads 
like a theorem: "If a 
straight horizontal 
thread one meter 
long falls from a 

height of one meter 
onto a horizontal 

plane twisting as it 
pleases[it] creates a 

new image of the 
unit of length." 





Duchamp (and Freytag-Loringhoven), 
Fountain, 1917

Readymade





In a letter written 
by Marcel Duchamp to his 
sister Suzanne dated April 
11, 1917 he refers to his 

famous readymade, 
Fountain (1917), and 

states: "One of my female 
friends under a masculine 
pseudonym, Richard Mutt, 
sent in a porcelain urinal 

as a sculpture.”

https://vimeo.com/27445
4873

https://vimeo.com/274454873


Elsa Hildegard Baroness von Freytag-Loringhoven
(1874-1927)

Baroness Elsa von Freytag-
Loringhoven and Morton 

Schamberg, God, 1917



Dada
Irrational Modernism

Body/Body Art



Left: Baroness Elsa Von Freytag-
Loringhoven, Limbswish, 1917-1918

Right: Baroness Elsa Von Freytag-
Loringhoven, Cathedral, 1918



Duchamp, Tu m’, 1918
69.8 x 303 cm (27 1/2 x 119 5/16 in.)

The title is perhaps short for the French tu m'emmerdes or tu m'ennuies (you bore me). 





Duchamp, LHOOQ, 1919



What happens to ‘craft’?

What happens to criticality?





Laszlo 
Moholy-
Nagy’s 

“Telephone 
Paintings”

1922



Moholy-Nagy, Construction in Enamel 3 (EM 3), 1922 Porcelain 
enamel on steel 



Duchamp, Bride Stripped Bare by 
Her Bachelors Even, 1915-23

Use "delay" instead of picture or 
painting ... It's merely a way of 
succeeding in no longer thinking that 
the thing in question is a picture--to 
make a delay of it in the most general 
way possible, not so much in the 
different meanings in which delay can 
be taken, but rather in their indecisive 
reunion…Laboring to unlock the 
mystery of that little word, "delay," 
they have linked it, among other things, 
to Henri Bergson's theory of duration, 
to the medieval practice of alchemy, 
and to a subconscious fear of incest on 
Duchamp's part. One Duchampian has 
suggested that it be read as an 
anagram for "lad[e]y," so that "delay in 
glass" becomes glass lady. Duchamp 
adored puns and perpetrated a lot of 
them, but his were never as heavy-
footed as that. Generally overlooked in 
the ongoing analysis and microanalysis 
of Duchamp's wordplay is that it is play. 
He played with words, juggling a variety 
of senses and non-senses and taking 
pleasure in their "indecisive reunion." 
As he went on to say in that Green Box 
note, a delay in glass as you would say 
a poem in prose or a spittoon in silver.

-- Calvin Tomkins, biographer  of 
Duchamp



Duchamp, Chocolate 
Grinder No. 1,  1915



Nine Malic Moulds, detail, 1914-15



Duchamp's voluminous preparatory notes, published in 1934, reveal that his "hilarious 
picture" is intended to diagram the erratic progress of an encounter between the 
"Bride," in the upper panel, and her nine "Bachelors" gathered timidly below amidst a 
wealth of mysterious mechanical apparatus. 



Duchamp, The Bride Stripped Bare by Her Bachelors, 
Even (The Green Box), September 1934



“The bride accepts this 
stripping by the bachelors, 
since she supplies the love 
gasoline to the sparks of the 
electrical stripping; 
moreover, she furthers her 
complete nudity by adding 
to the first focus of sparks 
(electrical stripping) the 
2nd focus of the desire-
magneto.” 





What is the role of Karl Marx in this 
essay?

Theodo Adorno?

Autonomy?



But, if artistic labour and productive labour are subject to the extension and
refinement of the social division of labour, and, in turn, the objectivity of
general social technique, this does not mean that the demise of the artisanal in
art is reducible to the process of deskilling in productive labour. Indeed,
‘deskilling’ in art is very different from deskilling in the factory and office. This
is because, as Marx also insists, art is not subject to the law of value and
therefore to the real subsumption of labour. Some artists may fall under the
disciplinary r.gime of the law of value – working harder, faster; subject to
re-routinisation and technical division – that is, those that are engaged in the
production of mass-produced artistic products, but the majority of artists are
not, insofar as they are engaged in the production of non-reproducible forms.15
This means that the artist confronted with the perceived deskilling in modern
culture does not suffer the same creative denigration as the productive labour.
Whereas the productive labourer experiences an overall loss of autonomy as a
consequence of her subordination to the capitalist’s control over the labour process,
the artist, as absent from the disciplinary regime of the value-form,
does not.16 Despite the artist’s would-be loss of all-around artisanal skills and
the enforcement of her social alienation, there is no comparable loss of artistic
autonomy; other skills directed towards self-motivated and creative ends fill the
gap. In other words, the demise of traditional artistic skills is not the result of
a coercive process of control and division, which like the value-form, strips
autonomy out of the production-process. (86-87)



New forms of commodification are the 
heteronomous site of new forms of 
autonomy.30 (94)



How do we understand Roberts’ idea 
of “negation”?



In this respect, the deflation of the expressive-artisanal model is part of a
larger political narrative of negation at the beginning of the twentieth century:
the drive of the historic avant-gardes (1917–39) during and after the Russian
Revolution to finally depose artistic skill from its artisanal myths and fealties,
and release new forms of artistic production from out of the new relations of
production. That the tradition of high-modernist painting continued to
produce work of value during this period, then, does not alter the fact that,
after cubist-collage, after Duchamp’s ‘unassisted’ readymades and Moholy-
Nagy’s ‘telephone-paintings’, after the concept of artistic surrogacy and
authorship-at-distance, after the assimilation of photography into art, after
Soviet constructivism and productivism, and the general transformation of
the artist into a technician, the technical base of art is irredeemably changed. (90)





What about the specificities of 
gendered labor?





Mary Kelly, Post Partum Document , 1973-78



Mary Kelly, Post Partum 
Document , 1973-78

Jacques Lacan’s “mirror stage”



Jacques Lacan’s “mirror stage”

"The mirror stage is a 
phenomenon to which I assign a 
twofold value. In the first place, it 
has historical value as it marks a 
decisive turning-point in the 
mental development of the child. 
In the second place, it typifies an 
essential libidinal relationship 
with the body-image". 

Jacques Lacan, "Some reflections 
on the Ego,” 1951/53









Rosetta Stone, 196 BCE, 
decree on behalf of Ptolemy 
V in two  written languages 
(Egyptian and Greek), using 
three scripts (hieroglyphic, 
demotic and Greek)
(45 × 28.5 × 11 in)


