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Greg Lynn & Fabián Marcaccio,
The Predator, 1999

Museum für Moderne Kunst Frankfurt (MMK); 
Ulrich Lang 

Joseph Kosuth, 
Glass (one and three), 1965 

Kröller-Müller Museum; Sanneke Stigter

In this work the matter ‘glass’ is depicted by the material itself in the form of 
a sheet of glass, by language in the form the definition of glass taken from an 
English-Dutch dictionary and by image in the form of a photograph of the very 
glass plate in the installation. When the work was realized for the first owner in 
1977 the photograph of the glass showed the same background as the actual 
scene where the whole work was installed, generating a visual connection to 
the site. This site-related characteristic was lost when the work was acquired 
by the Kröller-Müller Museum where the original photograph continued to be 
used. The work is one of a series the artist calls ‘object definitions’, all dated 
1965. Kosuth explores the nature of art while he seeks to ‘de-objectify’ the 
object in art. The artwork is created by instructions on a certificate provided by 
the artist. The question is how to interpret and follow these guidelines.
It was claimed that it would be in accordance with the artist’s idea to replace 
the photograph of the object with a new one made at the site where the work 
would be installed. This practice was looked at in more detail because the 
necessity of replacement is not defined by the certificate. The certificate was 
analysed and compared with the curatorial management of similar work. This 
has led not only to a better understanding of the work, but to a rectification of 
the title as well. The work had always been referred to as ‘One and three glass’ 
analogous to similar work such as ‘One and three chair’. The proper name for 
this work however turned out to be Glass (one and three).

Interviews with the artist and the artist’s writings that clarify the need for 
replacement of the photograph all date from after 1965 but before the first 
document on Glass (one and three) from 1973. When it was first 
realized, Kosuth obviously had begun to use glass for a reason. Glass served as 
an object as transparent as possible, similar to how a site-related photograph 
renders an image as transparent as possible. This makes the photograph less 
of an object by itself and more of an image – the only function the photograph 
needs to fulfil in an ‘object definition’. Although Kosuth might have refined his 
ideas over time, from the results of the research it could be concluded that it 
would indeed be best practice to replace the photograph with a new one that 
matches the surroundings of the site where the work would be installed. This 
new practice of managing the artwork challenges the practice of the museums’ 
documentation system because one of the three constituents of Glass (one 

and three), the photograph, is thus not really part of the work when it is not 
installed, whereas it is a tangible part that needs storage space. This ‘inactive 
part’ can be kept as a record of the history of the work and will serve as a 
document. It can become an active part again when the same site is used that 
is depicted in the photograph. Considering the fact that the aspect of the work 
is determined by its surroundings, could the site be considered a (temporary) 
part of the work as well? 
A conceptual work based on a certificate makes the conservator reflect upon 
his own practice, especially with regard to conservation ethics based on the 
idea of originality and authenticity. The aim of renewing the photograph in an 
‘object definition’ by Joseph Kosuth however is the creation of an image of the 
object as transparent to its surroundings as possible, so that it can de-objectify 
itself as a photograph in favour of the depiction of the object through this 
medium. The resulting ‘site-related’ character could be regarded as a 
by-product of the visual properties of the photograph. Site-specificity is not the 
objective of the artwork but the result of good practice managing Glass (one 

and three).

Inspired by the movie The Predator Fabian Marcaccio took his paintings and 
the ideas sparked by the film into a collaboration with the architect Greg Lynn. 
Lynn used a 3-D modelling programme to develop the final shape. The panels 
are intended to evoke the camouflage of the jungle creature in the film, and the 
shape relates to that of a cave. Technical details regarding the material and 
construction of the sculpture were determined by the standards and facilities 
available at the time for vacuum-forming.

The Predator has been described as ‘a voluptuous painting/architecture 
mutant hybrid’ (Beal Centre for Art and Technology, CA). The current MMK 
set-up includes 235 transparent polyester panels of various dimensions; 
synthetic foil, partly printed; silicone; oil-colour and 12 aluminium pipes which 
act as an armature, to provide strength and support to the sculpture. The 
Polyester panels are put together using cable ties and attached to the 
armature. Partly printed synthetic foil is attached to the interior of various 
panels. These prints started out as paintings by Marcaccio which were then 
scanned and printed on to the foil. These prints contrast with the impasto on 
the exterior surfaces, created using a mix of thick resin, oil paint and silicone.
The spectator’s experience is one of constant change between surfaces and 
panels which are convex or concave, colourless or colourful, transparent or 
opaque, smooth or impasto, open or closed. The artist’s intention was to keep 
the spectator’s brain and eye alert. The visitor should ideally be able to walk 
inside the sculpture to experience the three-dimensional, ever shifting layers 
and blurred boundaries of The Predator.

When the sculpture was donated to the MMK by the artists, very little 
information was given for the installation. Fabian Marcaccio came to the 
museum after The Predator was installed in order to repair some damage 
caused by transportation. Whilst working with the artist a number of details 
regarding the installation became clear: the need for an armature for example, 
and the importance of maintaining flexibility between the panels. When 
dismantling the sculpture some cable ties and silicone needs to be cut, and this 
raises issues about how the panels should be stored and reassembled in the 
future. Even though the sculpture has a number of elements and by now a clear 
set-up manual (installation handbook) every installation will alter the sculpture 
in some way because fixtures need to be cut, new holes have to be drilled and 
dyed silicone is added.

The case study research focused on:
–	 gaining an understanding of the idea behind the work and how it was 
	 transformed into the physical piece, including an interview with the artist.
–	 types and causes of damage.
–	 creating an installation handbook to minimize changes when installing and 

dismantling the work including details for storage.
–	 research to find the most appropriate way to record the installation.
–	 finding a way to deal with additions made by the artist and any newly 
	 integrated pieces.
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No photograph available as the artist does not allow any documentation of his installations. 
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