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Between the 1950s and 1980s, first in Paris and then in New York, 
Harry Shunk (1924-2006) and János Kender (1937-2009) were 
commissioned by artists and their gallerists to immortalise 
exhibitions, biennials, performances and artists at work, either 
in the studio, at home or outdoors. They were fully in tune with a 
generation concerned with bodily and artistic liberation and 
which was constantly on the lookout for new spaces in which to 
create and display. Always on the move and among the first to 
take their work out of the photographic studio, Shunk and Kender 
accompanied artists everywhere, working in tandem with  
their creativity. The essence of their work is twofold: their images 
constitute crucial documentary evidence, but also a body  
of photographic work in itself. A major reversal is at play here: 
photography, defined by Charles Baudelaire in 1859 as “the 
humble servant of the arts”, is now their most crucial companion. 
The exhibition has been put together from a selection of more 
than 10,000 vintage prints preserved in the Bibliothèque Kandinsky 
at the Musée national d’art moderne - Centre Pompidou, which 
became part of the collection in 2014 thanks to a donation by 
the Roy Lichtenstein Foundation.
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Shunk and Kender’s success can be attributed to the discreet 
way in which they went about their work, in the shadow of the 
creativity. Artists, whether they were being photographed at 
work, in the studio, outdoors, or in the privacy of their homes, 
played along with the lens. The photographs taken at Robert 
Rauschenberg’s place are a good example: even though they 
highlight how photogenic the artist is, they are not hagiographic. 
These images, showing the artist in action at his work table or on 
the roof of the studio, emphasise, with kind mischievousness, his 
humanity. While, overall, spontaneity and simplicity are the key 
features of Shunk and Kender’s work, certain images do reveal 
the playful side. Far from being carefully staged, they are the 
testament to how close they were to their subjects, as is evident 
in the many shots of artists with their partners, family and friends, 
in which Shunk and Kender often feature discreetly.

Intimities



In Paris, and then New York, Harry Shunk and János Kender’s 
camera was right there, in the middle of happenings, performances 
and other ephemeral events. The resulting images, often the 
only record of these events, immortalised Yves Klein’s first 
Anthropométries end his Le Saut dans le vide, La Destruction of 
Marta Minujín’s works and Niki de Saint Phalle’s shooting sessions 
at Impasse Ronsin, Yayoi Kusama’s “enviroments” and artistic 
actions, as well as the experimentations of contemporary 
choreographers and dancers such as Trisha Brown and Merce 
Cunningham. In contrast to the mighty marketable object, the 
body was now the key player in these new artistic practices, the 
majority of them developed with the all-seeing eye of the camera 
in mind. Shunk and Kender’s work was therefore a key contributor 
to this turning point in the history of the arts, where the documentary 
role of the image was reinvented in the face of the formless or 
invisible materiality of creation.

Yves Klein, Le Saut dans le vide [Leap into the Void], 1960
With Dimanche, journal d’un jour, Yves Klein played around with a display 
platform that enabled him to set out his idea of the relationship with the 
viewer. Devised as part of the Festival of Avant-Garde Art held in November / 
December 1960, the issue gathered together previous experiments, 
including this iconic photo-montage produced with the help of Harry 
Shunk and János Kender. According to Klein “the painter of space must 
hurl himself into space in order to paint, but he must do so without tricks 
or gimmicks, and not in a plane or with the help of a parachute or a rocket:  
he needs to go there by himself, under his own steam – basically, he must 
be able to levitate.”

Yves Klein, Anthropométries [Anthropometries], 1958-1959 
On 5 June 1958, Yves Klein experimented, for the first time in public, 
with creating a painting using a “living paintbrush”; after an initial 
anthropometric performance at his home, he repeated the process on 
9 March 1959 at the international gallery of contemporary art on the 
Rue Saint-Honoré in Paris. With the Symphonie Monoton-Silence 
playing in the background, three naked models covered in paint made 
imprints of their bodies under the direction of the artist.

Yayoi Kusama
By the time she arrived in New York in 1958, Yayoi Kusama had 
already designed her first “environment”s. Immersive experiences such 
as the Mirror Rooms consisted of enclosed spaces, which she covered 
compulsively in shapes and patterns, such as her dots. It was from these 
that her first happenings stemmed, in 1968. These events, which 
combined feminism and performance, would take place in the street and 
in public spaces. The artist took part in the quest for physical, sexual 
and intellectual liberation by heavily criticising the consumer society and 
politics against the backdrop of the Vietnam war.

The body in action 



Niki de Saint Phalle, shooting sessions, Impasse Ronsin / Feu à 
volonté, Galerie J, 8 Rue Monfaucon, Paris, 1961
On 12 February 1961, Niki de Saint Phalle and Jean Tinguely gathered 
together their artist friends and art critics for a session of painting 
shootings. Shunk and Kender produced a photographic reportage of 
this event, during which the participants took a rifle and shot at the 
artist’s panels. Some months later, prompted by Pierre Restany, Galerie 
J hosted Niki de Saint Phalle’s first solo exhibition: Feu à volonté. 
To mark the occasion, she produced the work entitled Old Master, 
which she subjected to several shots from a rifle. Photographs of the 
work in progress were reproduced on the invitation card.

Marta Minujín, La Destruction, Impasse Ronsin, Paris, 1963
In 1963, at the end of a stay in Paris, Argentinian artist Marta Minujín 
decided to destroy the works she had created while there. Rejecting her 
classical art-school training, she questioned the basic elements of her 
artistic activity, her usefulness as well as her identity as an artist, and set 
about finding her own technique. The two photographers were there to 
capture the performance delivered in front of several guests; they 
immortalised Minujín, surrounded by flames, her face looming from the 
ashes of what had once been her works.

Bodies in motion
Shunk and Kender had a keen interest in dance and in how it related 
to the other arts. The vision of the danced movement developed by 
Merce Cunningham and the redefinition of the connections between 
dance and music he built with John Cage, broke down the barriers that 
had existed between the arts. The Persian Line by Robert Kushner 
demonstrates how thin the lines were at the time between performance, 
dance and textile design. Shunk pursued the art of recording bodies in 
motion, opting for views of industrial New York in the background: 
recording Trisha Brown and her dancers in a former industrial area of 
Soho converted by artists, dancers, directors, musicians into a space for 
work and living, or Min Tanaka on a rooftop against a backdrop of 
industrial New York.



Harry Shunk and János Kender were witnesses to, as well as 
players, in this pivotal post-war period, when art started to move out 
of the traditional studio or museum, and their photographs have, 
over time, become invaluable historical documents. New creative 
spaces emerged: in Paris, Rome and Sydney, Christo and Jeanne-
Claude wrapped up monuments and natural features; Raymond 
Hains, Mimmo Rotella and Jacques Villeglé created their works with 
poster ripped from the streets. In New York, John Baldessari, Denis 
Oppenheim and Trisha Brown took over industrial wastelands; 
Andy Warhol and his entourage lived and created in the Factory. 
New galleries, such as those of Iris Clert, Ileana Sonnabend or 
Galerie J, became, alongside their exhibitions, sites of ephemeral 
events. The duo’s photographs also featured regularly in 
publications, meaning they contributed significantly to promoting 
these new artistic practices. 

Christo et Jeanne-Claude, Wrapped Coast, One Million Square 
Feet, Sydney, 1969-1970
In 1969, in Little Bay, Australia, Shunk and Kender recorded Christo and 
Jeanne-Claude’s project. The two artists used 90,000 m² of synthetic, 
anti-erosion fabric and 56.3 kilometres of rope to wrap a section of 
Pacific coast measuring more than 2.5 kilometres long, between 46 
and 244 metres wide and 26 metres high. The wrapping was completed 
on 28 October 1969, following a month of effort by the artists and the 
photographers, a site manager, 15 professional climbers, more than  
100 labourers, art and architecture students, artists and teachers.

Andy Warhol at the Hôtel Royale Bison, Paris, 1965
In May 1965, an exhibition of Andy Warhol’s Flower Paintings was held 
at the Ileana Sonnabend gallery in Paris. For the occasion, the artist 
stayed in the French capital for a few days, accompanied by New York 
Factory members Gerard Malanga, Edie Sedgwick and Chuck Wein. 
The group of friends booked a suite at the Hôtel Royale Bison, at 37 Quai 
des Grands-Augustins. They spent their nights in the Paris clubs, 
particularly at Castel, on Rue Princesse in the Saint-Germain-des-Prés 
area, and at Régine’s New Jimmy’s in Montparnasse.

John Wilcock, The Autobiography & Sex Life of Andy Warhol, 1971
In 1971, having founded the magazine inter/VIEW with Warhol, John 
Wilcock, editor of such underground magazines as East Village Other 
and Other Scenes, issued The Autobiography & Sex Life of Andy Warhol. 
In it, he compiled conversations with people close to the artist: 
superstars, artists, poets and musicians, such as Brigid Polk, Marisol, 
Taylor Mead, Ultra Violet and Lou Reed, but also gallerists (Sam Green 
and Leo Castelli) and museum curators (Henry Geldzahler). Illustrated 
with photographs taken by Shunk and Kender, the publication is an 
invaluable composite portrait of the fascinating Warhol, a key figure in 
the 1960s underground scene.

Pier 18, 1971
Over the winter of 1970-1971, Willoughby Sharp, a key member of the 
New York avant-garde, invited 27 artists, including Dan Graham, 
John Baldessari, Gordon Matta-Clark, Daniel Buren, Douglas Huebler, 
Richard Serra and Robert Morris, to give a performance. The event was to 
be photographed by Shunk and Kender and take place in a specific 
location: Pier 18 – a disused Manhattan dock. Each of the artists drew 
up instructions for their performance and how it was to be captured. 
Some of them left the photographers a great freedom for manoeuvre, 
with the result that the images produced went far beyond mere 
documentary. The following summer, they were exhibited at the Museum 
of Modern Art in New York.

New spaces



Les Affichistes
Harry Shunk and János Kender would regularly follow artists not just 
in their studios but also through the streets, attempting to capture some 
collecting metals and others tearing down posters from the walls of 
Paris. The latter were the preferred materials of Raymond Hains, 
Jacques Villeglé, Mimmo Rotella and François Dufrêne, who would 
take the masses of printed paper back to the studio and rearrange them 
for display to the public, notably in Galerie J. In 1960, these four artists 
joined the Nouveau Réalisme movement started by Pierre Restany.

Arman, Le Plein, 1960 / Habbah, Le sculpteur de Bagdad, 1966, 
Galerie Iris Clert
Iris Clert had several hangings, openings and shows documented  
by photographers, including Harry Shunk and János Kender.  
Their photographs acted as a kind of narrative of the event and helped 
build the reputation of the artists, as well as of the gallery-owner herself. 
Openings turned into events, announced via invitation cards designed 
by the artists and promoted in the gallery’s newsletter (Iris Time) and the 
exhibition catalogues.

Daniel Spoerri, “dinners” alla Galerie J, 1963
Established by Jeanine de Goldschmidt in 1961, Galerie J is one of  
the favoured spaces that embodied the principles outlined by Pierre 
Restany in his manifesto Les Nouveaux Réalistes (16 April 1960).  
It was where Shunk and Kender captured faces and bodies, artworks 
and performances: from Niki de Saint Phalle’s shooting sessions in 
1961 to the dinners hosted by Daniel Spoerri during his 1963 exhibition 
723 utensiles de cuisine, from the viewing of Pierre Restany’s exhibition  
À quarante degrés au-dessus de Dada, (17 May to 10 June 1961),  
to Rideau de fer de la rue Visconti erected by Christo in 1962.

Andy Warhol, Flowers, Galerie Ileana Sonnabend, 1965
When Ileana Sonnabend reopened a gallery in Paris in 1962, she chose  
to exhibit American artists that were still little known on the Paris 
market, such as Roy Lichtenstein, Claes Oldenburg, James Rosenquist 
and Andy Warhol. Having met Shunk and Kender at Iris Clert’s gallery  
in 1963, she would give them work regularly. The duo photographed  
all the artists who frequented the gallery, thus laying the foundations of 
the warm friendship they encountered on their arrival in New York.

Software. Information technology: its new meaning for art,  
New York, Jewish Museum, 1970
The Software exhibition organised by Jack Burnham drew parallels 
between contemporary art and information technology. The results  
of scientific experiments conducted by research groups sat alongside 
the work of conceptual artists who had integrated technological elements 
into their creative process and which invited the viewer to interact with 
the work. At the intersection between the museum sphere and an 
emerging form of communication, this project questioned man’s ability 
to adapt to this new technological environment. Shunk and Kender’s 
photographs of the installation and the exhibition were used to illustrate 
the exhibition catalogue.

Tenth Anniversary of Nouveaux Réalistes, Milan
“From November 25 to 30 [1970], Milan was the site of the 10th anniversary 
celebrations by Paris-based Nouveaux Réalistes. Guido Le Noci, 
director of Milan’s Galleria Apollinaire, where the first exhibition of 
Nouveau Réalisme opened in April 1960, invited artists to execute new 
works. Christo who was forced to remove his wrappings from the Vittorio 
Emanuele Monument by neo-fascist demonstrators, then packages the 
statue of Leonardo da Vinci in front of La Scala, but the wrapping was 
burned off almost immediately. On November 28, after three days of 
surreptitious labor under a large black structure in front of the Dome’s 
central portal, Jean Tinguely unveiled his Monument to Fertility […],  
a 30-foot gold phallus which ejected spurts of fire until outraged 
Milanese demolished the structure. Despite generous media coverage 
of events by Arman, Cesar, Spoerri, Niki der Saint Phalle and others,  
all photos of Tinguely’s work were suppressed.”
Anonymous “rumbles”, Avalanche, No.2, Winter 1971, p.2.



4 October 1924
Birth of Harry Alexander Shunke (Reudnitz, Germany).

6 July 1937
Birth of János Kender (Baja, Hungary).

1957
Harry Shunk meets János Kender in Paris.

The photographers meet gallery owner Iris Clert.

1958
The photographers meet Yves Klein at the Galerie Iris Clert .

5 June 1958
Yves Klein gives his first anthropometric performance in his home 
at 14 rue Campagne-Première, Paris.

27 October 1960
“Thursday 27, October 1960, the Nouveaux Réalistes became 
aware of their collective singularity. Nouveau Réalisme = new 
perceptive approaches to the real”: signature of the Constitutive 
Declaration of the Group of Nouveaux Réalistes, drafted by Pierre 
Restany at Yves Klein’s home, in the presence of Arman, François 
Dufrêne, Raymond Hains, Martial Raysse, Daniel Spoerri, Jean 
Tinguely, Jacques Villeglé, Pierre Restany.

27 November 1960
Publication of Dimanche, journal d’un jour with Le Saut dans  
le vide by Yves Klein for the Festival of avant-garde art, the first 
exhibition by the Nouveaux Réalistes group.

17 May 1961
Opening of the Galerie J, at 8 Rue Monfaucon, Paris.

30 June 1961
Opening of the Feu à Volonté exhibition by Niki de Saint Phalle  
at the Galerie J, organised by Pierre Restany.

1963
The photographers meet gallery owner Ileana Sonnabend.

1964
Shunk and Kender meet Claes Oldenburg at the Galerie  
Ileana Sonnabend.

1965
The photographers meet with Andy Warhol at the  
Galerie Ileana Sonnabend.

1967
Departure for Montreal with Jean Tinguely and Niki de Saint Phalle 
for the Universal Exhibition (Expo 67).

Publication of the first issue of the Other Scenes journal created 
by John Wilcock, with which Shunk and Kender would work.

1968
Arrival in New York, where Shunk and Kender are put up by Claes 
Oldenburg.

Photographic reportage of the performance The Anatomic 
Explosion by Yayoi Kusama.
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1970
Publication of the first issue of the Avalanche magazine created 
by Willoughby Sharp, with which Shunk and Kender would work.

16 September 1970
Photographic reportage of the opening of the exhibition Software. 
Information technology: Its new meaning of art, Jewish Museum, 
New York.

1970
Photographic reportage of the wrapping of Little Bay in Sydney 
(Australia) by Christo and Jeanne-Claude.

25-30 November 1970
Photographic reportage during the Festival to celebrate the  
10th anniversary of Nouveau Réalisme, Milan, with performances 
by Jean Tinguely, Niki de Saint Phalle, Christo and Jeanne-Claude, 
César, Daniel Spoerri and others.

Winter 1970-1971
Photographic reportage of the Pier 18 project with the 27 artists 
invited by Willoughby Sharp.

18 June-2 August 1971
Exhibition: Projects: Pier 18 at the Museum of Modern Art (MoMA) 
in New York.

1971
Publication of the book The Autobiography & Sex Life of Andy 
Warhol, by John Wilcock, illustrated mainly with photographs by 
Shunk and Kender.

1973
Harry Shunk and János Kender break off their relations.
The two men come to an agreement whereby all the photos from 
the period 1958-1973 are credited to “Shunk-Kender”.

1992
Exhibition: Harry Shunk. Projects: Pier 18 at the Museum of 
Contemporary Art, Nice.

26 June 2006
Death of Harry Shunk in New York.

2008
Acquisition of the Harry Shunk archives by the Roy Lichtenstein 
Foundation.

5 December 2009
Death of János Kender at West Palm Beach, Florida.

2014
Donations of nearly 200,000 photographic documents by  
the Roy Lichtenstein Foundation to five major museum 
institutions, including the Getty Research Institute in Los Angeles;  
the Museum of Modern Art in New York; the National Gallery  
of Art in Washington; the Tate Modern in London; and the Centre 
Pompidou in Paris.
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