Further Reading:
Essay by Thomas Rom

Building on his longstanding fascination with fantastical
naturalia, Simon Haas offers a direct and unapologetic
invitation into landscapes of personal and collective queer
memory. In this new body of work, Haas moves between
wild, overgrown gay cruising sites and lush, intimate studies
of the male body. These unvarnished graphite drawings on
clayboard possess a particular fragility and honesty,
allowing Haas to be at once raw, open, and porous. The
works have no sealant, leaving them exposed to the touch
of a stranger or the penetrating gaze of the voyeur.

Cruising areas operate as democratic infrastructures of
proximity, bringing bodies into relation without the filters

of identity, status, and algorithm. They are not only about
sex, but also about contact and connection, collapsing

the boundary between the erotic and the social. These
exchanges are fleeting and often anonymous, yet they
generate real forms of belonging and memory. Haas’
subtractive drawings mirror this condition. They feel familiar,
immediate, and vulnerable, carrying a quiet honesty that
recalls a space that belongs to everyone and no one.

Landscapes, as cruising grounds, are not passive; they are
relational environments shaped by accumulated contact.
They function as a form of sexual ecology, where each

leaf or blade of grass holds the residue of prior presence,
becoming a site of intuition and intimacy. Nothing remains
abstract. The gaze these drawings demand is already
inflected and political at the moment of encounter, and the
space between the viewer and the work becomes equally
activated.

These spaces, devoted to the worship of the flesh and a deep-
seated longing for connection, are rapidly disappearing. Cruising
grounds exist as endangered spatial practices, undone by
normalization, safety regimes, and capital, systems fundamentally
threatened by queer thinking and practice.

Queer bodies and environments have been policed for as

long as they have been visible, even before they could be

named. Their liberation and honesty threaten the ways in which
heteronormativity regulates social structures and determines where
and how bodies can exist. Queer landscapes dissolve this imposed
and imagined order. They are spaces that do not discipline bodies
and are not organized around control. The physical, emotional,

and social risks they carry are not incidental; they are constitutive
of the experience. Cruising emerges as an ethic of openness

and a discipline of receptivity to the unknown. These practices
produce alternative social worlds and collective systems, enabling
forms of relation that exist through shared experience rather than
institutional frameworks. In a world where the boundary between
public and private is constructed and policed, cruising disrupts this
division, generating political landscapes that resist regulation and
open space for other ways of being.

This conflation of body and landscape finds a distinct precedent

in Andy Warhol’s reworking of the male figure. In the late 1970s,
when Warhol renamed his male nudes “Landscapes,” he reframed
the work as conceptual rather than figurative. By displacing

the body into terrain, he removed portraiture, personhood, and
psychology, turning flesh into topology. Genitalia and torsos
become isolated zones rather than individuals, inviting the viewer
to encounter them as sites of use and circulation rather than as
nudes. Warhol famously remarked, “If you look at a thing long
enough, it loses all of its meaning.” Haas, by contrast, suggests
the opposite: prolonged looking allows the viewer to project onto
these images their own primal desires, through which their political
nature comes into view.



While Warhol queers the canon of the nude by centering

the male body, his framing retains a degree of detachment,
rendering explicitness legible within artistic conventions. Haas
strips away such mediation, asking the viewer to confront

the work without irony and to accept its unguarded intensity.
beyond themselves. Desire moves through these terrains

as anticipation rather than resolution, as Haas stages a
utopian feeling that remains deferred. It is as seductive as the
imagined destination itself.

In Haas’ hands, the body becomes ground as desire becomes
spatial, and identity dissolves while the erotic becomes
infrastructure. There is no fixed foundation here; these
landscapes are an ongoing negotiation between motion and
perception. What appears as pastoral calm is not an escape,
but a composed fiction sustained through repeated use. Haas
collapses the distinction between body and land, recasting
the male form not as subject but as surface, something to be
traversed, encountered, and circulated through rather than
known. The body becomes a site: fragmented, anonymous,
and open to use, operating less as representation than as a
field of potential interaction.

By displacing the nude into the category of landscape Haas
quietly politicizes both. The body is stripped of distinction

and returned as territory, while the landscape absorbs

erotic charge, structured through patterns of movement and
proximity. These drawings function less as images than as
atmospheres, fields in which desire moves without settling,
where each fragment carries the trace of contact rather than
the memory of a person. They ultimately propose a radical
equivalence: that the male body and the spaces it inhabits are
both political terrains, shaped by the accumulation of relation.
Here the wild signals a loss of self, opening onto a wilderness
of memory and recognizing sex not as an affirmation of
personhood, but as a site of its undoing.

José Esteban Mufioz opens Cruising Utopia: The Then and
There of Queer Futurity with the proposition that “queerness
is an ideality... we can feel it as the warm illumination of a
horizon imbued with potentiality.” For Mufoz, the present is
structured by normativity, and queerness therefore cannot be
fully realized within existing conditions. It is not a destination,
but an orientation, something one moves toward without ever
fully arriving. It is felt in moments, fleeting exchanges, glances,
and atmospheres, that do not complete queerness but point
toward it. Haas’ queer bodies and landscapes gesture toward
a promise beyond themselves. Desire moves through these
terrains as anticipation rather than resolution, as Haas stages
a utopian feeling that remains deferred. It is as seductive as
the imagined destination itself.

- Thomas Rom



