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The Exhibition (When Attitudes Become Form)
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It has always been up to the Kunsthalle to provide a wide spectrum of the general public with
information on the latest trends of visual art. Over the past four years, this is in fact what it has been
doing - one could almost say. programmatically. The various stages in following this idea up to now
have been: Light and Movement /Kinetic Art (1965), White on White /Monochromatism (1966),
Surrealism /Fantasy Art (1966), Science Fiction (1967), Polychrome Plastics (1967) Forms of
Colour (1967), Environments (1968). Every one of these aspects involved a tremendous input on
the part of our institute, but they proved to be the most highly visited exhibitions and never failed to
have venues at a number of foreign museums. It was on the grounds of this series of exhibitions that
Philip Morris Europe provided the Kunsthalle Director with funds to organize another display of
contemporary art from yet another viewpoint. The choice fell on the latest art witnessed in both
America and Europe. Whereas last year's Documenta 4 reflected works of art up to the beginning of
1968, this current exhibition was to focus, as it were, on the most recent developments in artistic
creation. The catalogue features 69 artists from America, Belgium, England, France, Germany,
Holland and Italy: the exhibition shows works from about 40 of them. As for the others, it is only
possible to provide "information" on their activities, since their "works" cannot be exhibited.
Compared to its foregoers, the exhibition Wenn Attitiiden Form werden (When attitudes become
form) (works - concepts - processes - situations - information) seems to lack any sort of uniformity,
appearing oddly complicated, as if stories have been added to it, all of them in the "I" form. The
question naturally arises as to whether this has something to do with a reaction to the overbearing
geometry witnessed in recent years, in the form of a subjective art, a new approach to Tachisme,
perhaps? No doubt that for the majority of artists represented here, the example set by Duchamp's
creative processes, the intensity of Pollock's actions, the merger of material, physical effort and time
in the happenings of the early sixties, can be seen in the light of an artistic pedigree, a line of
ancestors in art. Yet in some instances, it is not merely visual experiences which have triggered off
the desire to create works of art; sooner or later the hippy movement, the rocker existence, the use
of drugs were bound to leave their mark on the behavior of a younger generation of artists. It is of
interest to note that some of the main artists featured in the exhibition come from the Western Coast
of America, where exposure to eastern influences is particularly predominant. A lot of this social
anti-form has flowed into this new art form, comprising, on the one hand, a tendency towards
contemplation and on the other, an action and drive, borne by the glorification of the physical and
creative "I" person. There are more mosaic stones in Europe too. Because there is no specific
geographical center for this form of art, an ever increasing number of artists are happy to stay in
their home towns, creating their works as streams of consciousness, in opposition to all that
contemporary society envisages. At the same time, the desire to burst the boundaries of the
"triangle" in which art takes shape - the studio, the gallery, the museum - becomes clearly tangible.



Up to now, there has been no name or classification tag for this complex phenomenon, just as was
the case with "image-related" Pop, Op and Minimal Arts. Terms have been put forward - "Anti-
Form," "Micro-emotive Arts," "Possible Arts," "Impossible Arts," "Concept Arts," "Arte povera,"
"Earth Art" -but they always only relate to just one aspect: the apparent opposition to the idea of
form; the high degree of personal and emotive commitment; the declaration as art of items that, up
to now, have not been identified as such; the movement of focus, away from the result to the
creative process itself; the use of simple materials; the interaction of work and material; Mother
Earth as working material, workplace, the desert as a concept.

A point that is most noticeable is the utter and total freedom in the use of materials, as well as the
incorporation of physicochemical properties in the work itself. Whereas two years ago polyester and
computers enthralled the progressive artist as working media and, at the same time, actually formed
the statement of his work, the medium would now seem to have lost its importance in this art form;
the belief in technology has been replaced by the belief in the artistic process. Today's art no longer
has the arrangement of space as a main feature; the principle theme and content is the activity of the
person, the artist. This is the light in which the title of the exhibition (a sentence and not a
catchword) should be seen. Never before has the mental attitude of the artist related with such
directness to the work. Of course, so much has always been true: Mondrian and Pollock let their
inner attitude of mind take form - yet it was in terms of the finished result, the autonomous object.
The artists featuring in this exhibition, however, are no makers of objects; to the contrary, they seek
freedom away from the object and as a result expand its strata of significance, attaining the very
important state or situation over and beyond the borders of the object. It is the artistic process that
they seek to keep visible in the end product and in the "exhibition." It is of note that the actual mass
of the body, the power of human movement play a tremendous pan for these artists and make up the
"New alphabet for body and matter" (Trini).

Quite a number of artists, such as the group of "Earth artists" are no longer represented, however,
with their works, but with information. And the group of "Concept artists" display their working
instructions that no longer require actual materialization. This conceptual art form takes pleasure in
making use of systems that already exist (such as telephone networks, post, press, maps) to create
"works," which ultimately culminate in new systems and evade any comment whatsoever on each
individual point of departure.

Works, concepts, processes, situations, information (we consciously avoid terms such as "object"
and "experiment") are the "forms" which reflect these artistic attitudes. These are "forms" that have
not been generated from any preconceived opinions on contours; they have been born from the
experience of the actual artistic process that takes place. And it is this which dictates the choice of
material and the form the work takes, as an extension of the entire action. This action can be
private, intimate or it can be public and expansive. Yet it is always the process which is important,
"the writing and the style," in one. Hence the importance of this art lies in the commitment of a
whole generation of artists to let "the nature of art and the artist" take on "form" in a natural process.
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