movement. The rhythm that is easy syncopation and very very human. Uncontracted. The
rthythm the rhythm the rhythm rhythm rhythm

(f) images that mark the spot where the real and the overreal, the plus and the minus,
the abstract and the concrete—the reet and the replete meet. Mimesis.

(g) organic looking, feeling forms. Machines are made for each other like we are made for
each other. We want the work to look like the creator made it through us.

(B) This is a big one . . . Shine—a major quality, a major quality. We want the things
to shine, to have the rich lustre of a just-washed ’fro, of spit-shined shoes, of de-ashened
elbows and knees and noses. The Shine who escaped the Titanic, the “li’l light of mine,”
patent leather. Dixie Peach. Bar BQ. fried fish, cars, ad shineum!

(z) color color Color color that shines, color that is free of rules and regulations. color
that shines. color that is expressively awesome. color that defines, identifies and directs. Su-
perreal color for Superreal images. The superreality that is our every day all day thang. color
as bright and as real as the color dealing on the streets of Watts and the Southside and 4th
street and in Roxbury and in Harlem, in Abidjan, in Port-au-Prince, Bahia and Ibadan, in
Dakar and Johannesburg and everywhere we are. Coolade colors for coolade images for
the superreal people. Superreal images for SUPERREAL people. Words can do no more with
the laws—the form and content of our images. We are a family. Check the unity. All the
rest must be sensed directly. Check out the image. The words are an attempt to posit where
we are coming from and to introduce how we are going where we are going. Check out
the image. Words do not define/describe relevant images. Relevant images define/describe
themselves . . . dig on the image. We are a family of image-makers and each member of
the family is free to relate to and to express our laws in her/his individual way . . . dig the
diversity in unity. We can be ourselves and be together, too. Check.

We hope you can dig it, it’s about you and like Marvin Gaye says,

“You're what’s happening in the world today, baby.”

KEITH HARING Untitled Statement (1984)

Often when I am drawing in the subway in New York City an observer will
patiently stand by and watch until I have finished drawing and then, quickly, as I attempt
to walk away, will shout out, “But what does it mean?” I usually answer: “That’s your part,
[ only do the drawings.”

So, when I was asked to write something for Flash Art, I found myself in a similar situ-
ation. [ still maintain that an artist is not the best spokesman for his work. For myself, I find
that my attitude towards, and understanding of my work is in a constant state of flux. I am
continually learning more of what my work is about from other people and other sources.
An actively working artist is usually (hopefully) so involved in what he is doing that there
isn’t a chance to get outside of the work and look at it with any real perspective. A real

* Keith Haring, untitled statement, Flash Art 116 (March 1984): 20—28.
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artist is only a vehicle for those things that are passing through him. Sometimes the sources
of information can be revealed and sometimes the effects can be located, but the desired
state is one of total commitment and abandon that requires only confidence and not defi-
nition. The explanation is left to the observer (and supposedly the critics). However, in the
past two years I have done dozens of interviews and frequently talk about what I think I
am doing. Still, I have read very little real critical inquiry into my work, besides the ongo-
ing obsession with the phenomena of money and success. For this reason I decided to note
a few of the things that nobody ever talks about, but which are central (I feel) to my work.

One of the things I have been most interested in is the role of chance in situations—
letting things happen by themselves. My drawings are never preplanned. I never sketch a
plan for a drawing, even for huge wall murals. My early drawings, which were always ab-
stract, were filled with references to images, but never had specific images. They are more
like automatic writing or gestural abstraction. This was my prime attraction to the CoBrA
group (primarily Pierre Alechinsky) and Eastern calligraphy. Total control with no control
at all. The work of William Burroughs and Brian Gysin (The Third Mind) came the clos-
est in literature to what I saw as the artistic vision in painting. The artist becomes a vessel
to let the world pour through him. We only get glimpses of this art spirit in the physical
results laid down in paint.

This openness to “chance” situations necessitates a level of performance in the artist.
The artist, if he is a vessel, is also a performer. I find the most interesting situation for me
is when there is no turning back. Many times I put myself in situations where I am draw-
ing in public. Whatever marks I make are immediately recorded and immediately on view.
There are no “mistakes” because nothing can be erased. Similar to the graffiti “tags” on the
insides of subway cars and the brush paintings of Japanese masters, the image comes di-
rectly from the mind to the hand. The expression exists only in that moment. The artist’s
performance is supreme.

This attitude toward working seems particularly relevant in a world increasingly domi-
nated by purely rational thought and money-motivated action. The rise of technology has
necessitated a return to ritual. Computers and word processors operate only in the world
of numbers and rationality. The human experience is basically irrational.

In 1978 I came to New York City and attended the School of Visual Arts. I was keep-
ing a diary when I first got to New York and was surprised when, rereading it recently, |
came across various notations about a conflict I was having over the role of the contempo-
rary artist. It seemed to me that with minimal and conceptual art the role of the artist was
increasingly helping to usher in the acceptance of the cooly-calculated, verifiable, computer-
dominated, plastic “reality.” A comparison between a human worker and a computer would
inevitably prove that (from an efficiency standpoint) the human was being surpassed and
maybe even replaced by the capabilities of the microchip. The possibility of evolution evolv-
ing beyond the human level was a frightening realization. Artists making art that consisted
solely of information and concepts were supported by corporations and museums. It ap-
peared to be right in line with the ideologies of corporations motivated by profit instead
of human needs.

Although this is exaggerated, | think the contemporary artist has a responsibility to hu-
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manity to continue celebrating humanity and opposing the dehumanization of our culture.
This doesn’t mean that technology shouldn’t be utilized by the artist, only that it should
- be at the service of humanity and not vice versa.
i. I think any artist working now has to take advantage of the technological advances of
the past hundred years and use them creatively. Andy Warhol said he wanted to be a ma-
chine, but what kind of machine?
Living in 1984, the role of the artist has to be different from what it was fifty, or even
twenty years ago. I am continually amazed at the number of artists who continue working

as if the camera were never invented, as if Andy Warhol never existed, as if airplanes and
computers and videotape were never heard of.

Think of the responsibility of an artist now who is thrust into an international culture
and expected to have exhibitions in every country in the world. It is impossible to go back-
wards. It is imperative that an artist now, if he wants to communicate to the world, be ca-
pable of being interviewed, photographed, and videotaped at ease. The graphic arts of re-
production have to be utilized. It is physically impossible to be in more than one place at
one time (at least for the moment). The artist has his own image as well as the image he
creates. It is important that through all these permutations the artist retains a vision which
is true to the world he lives in, as well as to the world his imagination lives in.

This delicate balance between ritual and technology is applied to every aspect of my
work. Whether I draw with a stick in the sand or use animated computer graphics, the
same level of concentration exists. There is no difference for me between a drawing I do
in the subway and a piece to be sold for thousands of dollars. There are obvious differences
in context and medium, but the intention remains the same. The structure of the art “mar-
ket” was established long before I was involved in it. It is my least favorite aspect of the role
of the contemporary artist; however, it cannot be ignored. The use of galleries and com-
mercial projects has enabled me to reach millions of people whom I would not have reached
by remaining an unknown artist. I assumed, after all, that the point of making art was to
communicate and contribute to a culture.

Art lives through the imaginations of the people who are seeing it. Without that con-
tact, there is no art. I have made myself a role as an image-maker of the twentieth century
and I daily try to understand the responsibilities and implications of that position. It has
become increasingly clear to me that art is not an elitist activity reserved for the apprecia-

tion of a few, but for everyone, and that is the end toward which I will continue to work.
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