udich Hopz, Pombus
Yarnlion), FO060E

tumblers; paper,
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Fezmote, Karlavulu

Previous spreiad;
Atelier Hopfmann
itk Hepland
Jeborak Sshamendl,
Hospita! Borw Donee,
2U0E, frain,
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Vita passiva,

or Shards Bring Love:
On the Work of
Judith Hopf

— Saheth Buchmann

Tudith Hops sorls over nearly owenly
years mixes significant genealogies of the
Lggos: conceplual/ perlosmarive, nhject-
likee/installation and video and cinemaro-

praphic forms. Hey work is showen not only

i1 el venes, buatalsoin the theatre, inthe
cinema, on the adio and ar bonkstores,
clubs and 'ofl spaces”. Like others of

her generation, Hopls way ol working

is chavacterised by this decentred quality,
which may be rooted partially in the
gradually expunding instituGonalisation

Starting from its origins in the Berlin

art scene of the 1990s, Sabeth Buchmann
analyses Judith Hopf’s idiosyncratic
practice of institutional critique

and object-making.

of contempurary arl, This decentred
guality also has to do with the specific
circumstanees ol Berlin in the 1oo0s

— where Hopl hegan working — when
activities that coneeived of themselves
asartin the broadest sense oceurred
atavariely of social sites bevond the
confines of art instituticns, AlTordable
rents provicded o Grvonrable elimate for
the production and hosting af evencspaces
nf all kinds, where, fora time, despite

the rapid pace of the arl scene's omgoing
commerciilisation, sel Forganized s
budger projectz existed alongside simualea-
neously emerding voung' palleries,

I wers o thiganand thae the Free Class
wrs Tounded at the Academy for Fine Arls
ithe Hochschole der Bildenden [Kinste,
moves e Dlniversitédn der Bitnsee), sehich
Huopf participaced in alongside such artists
as Wlaus Weber und Kaga Reichardl (who
luter cocestablished the hookstarve preogm},
aswell asthe future gallerist Alexander
Schriider (whowent on to form Mew
Uialeriel, Amongst the Free Class's
guesls in those years were Rende Green,
ils Movman, Stephen Pring, Stephan
Diillemmuh and athers whose work was

thyen, andd in paar =i ill 1%, lncated in the
‘contact zones” hetween artistic, pop:
cultural, academie, urban and social fields
I this situation, the undersmnding of ot
asavesulr of 4 continuously aceumuobating
studio production was nol very appealing,
Artists participared insread in joint
activities, such as, o Exump]e, Woeher's
InnenStedtdliionen nnerCloed efions,
rag7—a8) and the A-Clipe videos (1667,
agico and 2003, invalving ortists such oy
Hepl, political activists, muthors, mosicinns
wndl others, The A-Cliis addressed the
privatisation of the ciry centre, the rampan
expansion of consumer zones and the
social ellects of globalisation. and were
shosn al numerous cinemas in bebween the
advertsements and the feature arrraciions.

Such varving mixiures of artistic,
palitical and medial forms of production
and eooperation reguired the participants
Lo enaet mulliple roles of communication,
interaction and reaching, This was also
a mioment in which o post-Fordi= iorn
can be discerned in Tnstirutional Critique,
At that cime there was o heightened
cansciousness of the signilicance —
generilly omilted by first-generation
Institutional Critique — of processes of
social subjectification, as theorised inthe
1oges and 2eo0s by authors including
Tucelith Burler, Fave Chiapello and Lue
Boleanski, Domna Harawoy, Bve Kosolsky
Sediiwicle, Avitul Ronell, Paolo ¥Virno and
others Their dizcourses Found a broad
veception within Berlin's politicised av
contexl, which was informed by the
necessing for new eritical prisxes — prxes
that no longer defined themselves through
the comeept ol o stylised counter-public
whrmight lead the way tovwards frealer
criticality (readily identiBable Lypes such
asthe classwarrior, the anti-racise, the
anli-sexisl, ere ) Tnstead the goal was to
pietlect bacl on those norms and vegalaions
contained in (postimodern ariistiv
thinking, particularly vis-i-vis the subject,

I mention this because the inflluence
those discouwrses had on artists such as
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Tudich Hlopt should not be uoderestimated,
and this infleence allewes for a look at

her idiosyneratic velarionship to object
production, in particdlar it deviation
Fronn institutions| critique's repudiation

af this kind ef ohject-maling.

Mt soch discursive milieus lnked
torart scenes are fundamental toan
undlerstanding of Hop s work may be seen,
lor example, in her salons, Hoplorganised
several ol these in the mid o bate 1go0s,
inviting artiste, musicians, aulhors,
coztinme designers and others, The salon
evenings took place al b booles, a honkshop
in Borlin whieve the arlist was working
atthe time, They were feminist in seope,
addressing the exclusionary logic of
miale-dominated instituions, Through
these salons Hoplmade elear what she
thoughr of the gender polities of the
galleries and exhibitions then tking shape
inthe negghbourhood of Berlin-Mite: her
opinians also applied in no small measure
1o the politicised off-scene, which, ina
self-legitimizing evitique of institotional
pevwer and representational relations,
overlooked the contradictions of its ovwn
gender politics, ignoring the stereotype of
the classic male political activist, as well
asits complicity with the market serving
ils oven inlerests, Hoplopposed this by
ppening discussions, based on historical
examiples, abaur the opague relationship
between desive, power and resistance,
which she s as torn becween arrisiic
and politieal claims. The salons would
relate Gertrude Stein and Alice 15
Tokdas to Feminist hip-hop, ov slapstick
pertormances todiscourse analysis,
thereby creating a space. enriched by
these helerngeneons practices, foran
emanei patory subjectilication,

Hlepf has endeavoured (o make
subjectivily and corporeality the objects
oFeritical practives that go beyond existing
canventions of speaking, writing and
acting. Hxamples of thiz include the TV
showe performance inspired by Gilles
Delenze's and Pierve-Andrd Boutangs
L bdvediire (18R —8a), made wilh the
artist Matazcha Sade Haghiphinn, aswell
as Hopls filmic adaptations, produced in
callaboration with Stephan Geene, of Pierre
Klosseraski's La Monmade sdvante (1970
and Hevman Melville's ‘Bartleby, the
Serivener: A Stovy of Wall Steeel' (18530,

1 Hee Blmvaj difai, ThaF
L bhe parallax, or rathor
-inknd perspectives belwea
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sricpe, MifAand London:
ap, Sifeh 5
which no neutral comime

These performarive video waorls seck:

P rewise existing perspectives on models
ol social subjectilication, ' Bartlely”, for
insLinee, opposes The idealizm of o steongly
resistanl subject or proup ol peaple,

which is usually thoughi to be the basis

[ political actiod. Instead Bartleby's
Tawould prefer not 10" creates a moment
of indifference considermg his position.
The videns also did soin the sense of Slavaj
izels term 'parallas’s that is, Laabeing into
aceount that observation changes the
object under examination. | lespls works
separale existing faces Crom their {fovwn)
interpretalions, thus making visihle waes
of perception that cannet be reconeiled
with vach ether because ol competing
perspectives on the various ohjects

uneler observalion.

Hopt™s ohjects nre formally permented
by such ‘parvallazes’, as in hersculpuares
macke ol bamboo, aroom kol vain fmade
b imstalling awater et ina cormer of a
gallerviand jute-and-glss palm trees, us
well as in her more recent works, such s
the Wiriting Loapropeiaoog) and fvkeasted
Virses (2004 In their ambiguity the objeces
act like subgenres, witha hyhriding tha
miixes sile-specificily with homenade avi,
the art of the cartonn and of coricatre.

At the sarme time, o creatively dermoeratic
style is unmistalable, particularly in the
muiterizls she chooses. Bamboo and jute
suggest Hhe aestheties of the everyday, and
more the DY -cullure of the 1oges than the
Mop-oriented design ol velational nesthet-
ice'. Hopl appears to be interested in
watering down the genealogies of insting-
ticinal cvitique and opening themup o
alternative avsthetics — those ever-moeked
subcultures thil seele o elevate the health-

food shop and other choices in the privace
spbere Lo arenis for political positions,

The comtext ol socially and ecologicallv
enlightencd post-1o68ers in which Hopd
wans raeised also made its way into museunm
educarion progrommes, such as the creative
workshops of the o705 and Bos, These
programmes plaved a pavtin fieming
the preo-culture ol ltude vepresente
inthe Germany of the lile 1goes by the
Mew Centre’ of the Socinl Democrats
and Greens. The tm avwase from the .
conservalive tosos, breaking on the leve|
of politics with the era of Helmuot Kol
and on the level of ave with the dominunee

ks




Tadith Eepl,
‘Contract sntre
Tes Hommes ot
|"Irdinatenr’,
Iostallution wioe,
ifrax tha Hutsher,
Berlin, 2013,
Cavriesy theaxtist

of funge Wilde painting and neo-pgeometric
abstraction, brought wilh it new approach-
es thal were sensitive 1o more nuanced
demaneds for the subject and his or her
precavious identity, Such approasches alsa
were influenced by an aceclernted decline,
Birnagh on by the Lefs dreift towards
neoliberilism, of that sane middle class
whose social situation was akin to thar

ol the precavious arvt milieu that did not

profic Fronm the big deals af the hoom in
Berlin-Mitte.

Yetitisevident that Hopd™s work does
nol i at suchireite comeepts of an 'enemy ',
vt insted at that social miliew inwhich
hey worle participates — o milien thal secks
Lo legitimise its claines oo vepresentalion
aned market share through an ever-eritical
subjectivily, or the nonsobjectifiable,
perception-hased process theough which
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Judizh Hept,
Waiting Laprop 2,
2009, mpdint, ek,
collapa onopaper,
framo:

Fielsen; Berlin/
Andreas Huber,
Wienng

asubject connects him o heeself and is
connected tocertain contexts, The beliels
of that art milien — or the willingness o
cal | “heautitul' exacely those things that ave
nol 'beaveiiul” in an ideal sense but uselul’
- menet heless did nor hinder tlear
marlet from putting ‘immaterial” values
feommunication, interaction) and ‘eritical”
approaches (the repudiation of prodocis)
aii e table For soomany rens of thousands
of dollars, The wvant-garde credo thad
arb muest have o meaning beyond irself, and
cne which cannot be measured in money,
easily built o conlilion with neoliberal
ickeadogy: crenlive labone was good hecanse
its producers would alse be veady oo da i
weithout reasonable compensation,

When Hopl foregoes macket-orviented
‘preoduction values' undey these eonditons,
she does sonof inorder 1o guestion object
production as such, bul instead toander-
minie it Fromewichine her jute-and-glass
palm trees, her branching bamboo
creations, wailing lyptops and exhausred
vases parade thar ridiculous sublime that
has historieally had the funetion ol striking
arl with the weapons ol its owen orthodogg,
Hoplapplies this strategy to the ‘eritical
subjeetivity” that makes itsellboth the
resouree and abject of an exploitative
prochiction imperative. Her exhausted

ases bring up to date WL 1 Mitchel s
commment aboul the drawing The Syriral
i ol by Saul Steinherg, a contemporary
of the Abstroct Expressionists (Hopl's vases
are reminiscent, nol eoineidentally, of the
stele afthe New York cavicaturist):

Saul Stetnberd has desecibed this as
‘u frightening drawing, one which
‘dets narveneer and navvower, ke
‘the lije of the ariistwho fees by his
e esgence. He hecomes the fne itsell’
eonel finally, wehen the spiral 18 closed,
fre becomes nofure’, Steinberd gives
ws ke eretist s vend fagd of the draaving,
a veading from inside. He sees ihis
i i tevrificing, sublinee Gnage of the
danger i self-rveflexive art, But theve
iz anather view af the dvimsnd wwhich
comes from the ondside. From this
agle, the drawind is veod arl," bl a
Mew Yorker cartoon; i s ot subfime
bt widicefons,”

2 W

Gdy pohd—a L Steinkery's guots i

LT Bitchell “Matapictures!, Pioture Thesmy, Chizagoand Landzn: |
in fhetext gomes from Sarnld T
v chtalapie, Sawl! Stalnkery, Mew York: Knogf, 18W, 9.

Haopts vases thus wre not messages ol
cullural pessimism ina botrle, bur rather
humorously folry interventions into
the blind spat thal prevents us from
distinguishing berween meanings of the
“is" and the ‘is possible’. 11 is precisely
this distinetion thal comprises the worlks'
crucial Muetuatinn berween facticity and
virtuality, berweon the ‘veal thing? and
the fiction of o fread things the “voses” are
liverally emply veasels that ave connoled
with artisanal creativiby, vet they appear
tocabolish thal ideal ‘weeight' of the sulslime
thial sishes to be aseribed o weorks
nf suhstance,

Those who want lointerpret such
ohjects in ight of HaoplMs hackground
in the politicised post-Conceptualism of
the tooos mnst be given pase, however,
by her obwious idiosynerasy with regavds
I aestherically dystopian objects, o her
waarles, we encounter things and Fets wilh
a reality that appears 1o be abolished in the
previshable fetion ol an existence outside
ol our relationship to them, The form af the
nhjects corresponds ro the (self-Hormation
of a subjectivity over which we can hardly
be confident of our powers, [ presumable is
no coineidence that conditions of passivity
linger in the “waiting” and 'exhausted’
objects — asin her Glm Baetlefn Dooal,
i which the fmous ' Twould prefer nor tof
isvniced by an emplovee of an udvertising
afency, that is, in o ‘creatve indusiey,

Titles af works such as Exhousicd
Vieses nnd Witing Lapiops disployan
indivisibilily between the world of nbjeces
andl the world of subjects that brings
ro mind the concept, lollowing Thierry
ile Pnagve, ol “performative appearanee”.
Thiz concept should be understood in
correspondence with ‘allegorical appear
anee’, the lerm Mareel Duchamp enined in
relation 1o his veadv-mades, Pevformative
appearance tales into aceount the fuct
thut inherent inan ar object's existence
isa principal altevivy of its appearance
and meaning, The paralluctiv gaee is thus
means 0 regulation aonchored in the nhject,
dependant nnchar physically experienced
bt at the same time non-objectifiable
boundary between the ecconnmies of
limimarerial) meaning and {material)
evaluation. Upon this boundary, decisive
tor the art syslem's stabiliy, Hopl's

e Ulniyerstby of Chio

bescl for 1l

n
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objects, drawings, perlormances and exis
SUITINON Up I'I'IIZII:[!:‘.‘Hill.IIII-’HII,l'I_ii_-'I;_'[i'r'E tlar

it the siome dime themarize the reciprocal
intertolding ol arislic and social
vomclitions of production.

Huop s objects, like the 'queer spatial
instalations of Henrike Olesen, produce
corporei] relationships that we enter
ey and which mark oft voom Torus Lo
phsically maree e re within We nes
Itk vp to the juee-and-glass palm trees,
abways cariciluring the oman mensure
ol things, e comprehend their abnormal,
outsized perspective, Cne muost bend
doven —as | did recently o the small,
non-commercial Berlin gallery Afier the
Buteher — toJook ar the Weaitind Laptops,
tanned oul like ten-paclk posreards,
ETICOUTLE R s s oL I'|-;lg[|1l-m(.-:[
physicality: they bring tomind the hody
af the varnd-the-clock laprop user, or,
weith Irer toweers ol glasses, the body ol
the time-waster and deinker, Or it is the
physicality of the artist who now only
communicares in nelworks inwhich
Frivnds are constituted by rotual Hkes —
a Facelwonl: CCOTICHTTY, [t st rain from
the ceiling tothe (oo in ovder foethe
exhibition space o be closely examined
asa place inwhich very not malter-of-fac
things {have o} happen; we mast think
introspectively abour the exhausted vases
b order b vecognise o them Hhose designs
Lhat havve geowen up in ourselves., Arr,
aware of it complicing with the dominan
economy ol signs wnd meanings, has made
us into abjects of productive receprion,
objects inwhich we recognise the souree
code for o selleritieal” subjectivily,

The nimble and trenchane humour
servid up by Hopd's sorles, with their
testimaonials ol visihly exapgerated
everyvday meaning, demonstrates the
reddiness of prodiscers and recipients
tooverlook the act thar coonomy of
production isthe expression of aoove s
Bitious befief inart, Perhps it is the
iselt-lrecognition in this ivvational beliel
inproductivity thal prompts laoghier on
seeing Hopl's works —a laughter that could
alan be o defensive reaction to the conllices
summaned up by her ohject scenarios,
which prompt gquestions about how art
tteday} is produced, recetved and distrib-
uteck and divectly address the proldem
ol recopmising che Bad o eften irstion )
condition ol artiste production and
Funetioningas i producing avtise, 1o this

vy, Hopls cavicature Jike secularisation
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nbart ohjects sheds light on their Ingic ol
urilising homan eapital for spectatorship
and production, allowing us as mere
passive participsants o pereeive our vole
s aclive users,

Against Lhiz background, Hopi's
misterial aesthetics adso takes onihe
function of literally objecrive (sell-)
vellection, Malnt trees can thrive even under
aclverse conditions, and bamboo, thoogh il
berils, does not easily hreak, And the weater
tumblers, should they be shattered ineo
shards by bibulows party goests, will bring
gonel luek aceording o Genman supersti-
tion. The aesthetic form signifies its
eeonomy: Hopl's objects short-cirenil
themsehoes with those ceonomies of signs

ane mesnings withinwhich thew are {re-)
produced and consumed, The added value!
is i the surplus of perspeclives that we
gain e artasa potencial opporiunily
lew weinning bacle the public bewond the
dictales of *sensible produetion’, This may
b the Iuesis loe Hopts intevest, Gepical of
institutional-analytical forms of produc-
licwn, in maltiple enacthiments of roedes. Thus
masl 0l her performances and films mime
characrers who display astructoeal affinity
terthe role of the artist: an advertising
director, a lemale master of ceremonies,
donrse, A finewse, o sombie, a female
horse trainer, 2 female curator,
Beminiscent of Andrea Froser'
pertirmances is the Fact chat Hopl uses
appropriated roles o highlighe those
‘non-visible instinational formalities tha
compriseartisiic producers’ existence
an existence structured by pender, class,
milivw, age, habit, appearance and deprecs
ol being informed and networked — in
relation to how avt isidenlogical ly consti-
tuted. Conceptual art converned with
imstitutional evitigue in the 1goos was
characterised by o shilt From author-
cendred ebject production owards
performative lorms of production. In
Hopl's case, this is made into the ohject of
rellectinn on those economies that claim the
artistic subjectivily's most personal terrain
assommething thar mus be consumalle,
This is the background against which
Hopis negationed bath the neolibera)
commandment o produce and the
nearonservative vetuen o the individual
avtweorl could be understond — 1w
prositions that, as sirategies of post-
inaritntional critigue and nesinstitational
eritigue have shown, can easily merpe
wilh one aoother,

-



[nsteadd af this, what | have reemed
performative appearnee’ supgeses i
rill beltween precarious conditions of
procluctinn and the expectarions nlan
art seene long since veturned foits core
business, The intensilying pressures of
cireer i suecess that boredened by e
- 19908 o generation born in the late
(RSTSTRE
ol taking leave ol its vouth — consed the

i peneralion then in the process

alveady fragile alliances between arcand
dizcourse, art and politics, and areand
|_11'|T|,:.-'_illgIH{I,I.:‘L';I:.-'iI'I[IJ‘]IIH!'(—_"III"[E‘H.‘S
segregared miero-scenes, Also contributing
to this was the loss in stature of still-hyped
(orms ol social praxis, the resnnimee

af which can be heavd not only in Judich
Hopt™s salons, bul alsa in her sealplures,
drvwings, objecis, performances and [lms,
For the critigue of the topos of ‘contexi™
that Julinne Rebentisch presented on the
piccsion ol Messezok ™ in 1008, [or
example, Hopl created a deawing of
folding chadva setup ina civele — o laconic

Waiting Laptops, fanned

out lile ten-pack postcards,
ercowrades us Lo grasp our
fragmented physicality: they
bring to mind the body of the
round-the-clock laptop user.

imayfe lor the design of o seene characler
isedd by fundamentally dystopian
vebarinnship o the new, camyp aesthetie
then beginnming to infiltrate the el waorld,
[weell rermembuer the cleavage that
Hepleften thematised at that thime. Chthe
e side were the arvtizst feivnds who, alier
i phise ol collective projects, had moved
ot stucdio practices and proceeded o
proft from the art scene that They had
soryhl o distinguish themselves from
not lang before, Co the nther side were the
callective projeces that allowed only imiced
space for arvistie forms of production than
didd not commit themselves o decidedly
political content. Hopf's waorkes participated
them, a5 they parlicipate now, in [acerti
worlds — they ave shown with equal
frequency in the mstitncional wrt conlext

P Geehy
Dillemuth znd Th
b o Kellney

sed i

I seupht

: Death

ey i

rans.atad oy len Lakzler,

hees that ook place in sarallel wikh
| tifTerant
silnand de

andd in seli-ovganized spaces — and
they appear to derive their idiosyneralic
position Teonn just this hasic conflict Tris

the ‘campness” celebrared in the latter half
of the toges tha Hops objects carry with
thern, e the sometiones visible, sometines
invizible ceace of o counter-normalising
politics ol the hody — ooeace that maniles|=
itsellin her deawings oeganic, crystalling
nriaments, made up ol of growing,
loating and meandering parterns, und
wehich also peemits aesthetic preferences
and subjective taste to be read aszan
expression ol o demareation ol her alwies
institatioml eritigue-inflected negation,
Hepts fundanmeneal idea ol art is as
Oher to prevailing disconrse, os she
remarked ata sevies alzhoet ilms organised
ey film curaten Tan YWohite For chis year’s
Berlinale film lestival, There she look on the
role af o speaker giving a tall, Mimicking
the avane-garde gesins of one proclaiming a
new mevenent, she reacd ool her manifesio
Concract entree les hommes el Pordinatene':

LA el sttaation s arisen
dhrongh the coslution of wee body aad
sfrivid drevelation io the wse af instru-
specifieatiy of the electronic
dato-processing rmochine — which
cotgrels we, i the full fracdidion of
carlier vevalufions, (o socially revive

Moty

ihe nhifosoplor of cowmcipation,

Yob then — as al her salons that inspired
v allin Beelinan thar tiome — ancas oo,
Huopl has abwavs made covporaal experi-
ence, which the dominant novm holeds
trr be irﬂ:;__{ul;u', the |'||J1'r|1 l)l-tlﬂc":l.'lr'|lil'l:'

[ore her relationzhip o the world of
nhjects, She does not reelaim sublime
consciouwsness, [er message tells usthal
whal is comprised by this dimension

ol e suhjectivicy i rather vidiculous,
[or. as her manifesto coneludes:

W DN KN ANYTHING
VL N KNCI AN YT HING
L

FAM NOTHING

A

WATHOL T Lo

vhan
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