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On Entering the Room

—Tanja Widmann

U entering the vonm | was overceme by
reliel, What was displayed before me was
comical and exuded something prompely
understandable: foue hinllow plinths made
oul of flat white panels elevating fouy
cevarmic vises, The vises, covered with a
milky whire dlage, were ench npside down,
Firces were outlined on them in a fes brush-
strokes ol bluek lacguer, Cne of them had
wavy lines that flivswed dovenivs cheeks
[revm a pair of empty eyves; =oime had
wrinkles deavn across their foreheads;
and mozr of the mouths were strnight

o slightly frowning, as il veflecting on
aserious sitalion or leeling of despair,

The painred frees teened the vases into
clonguted, pear-shaped heads, sometimes
weith handle sars, somelimes without,

v lrge collages were alzo displived in

Tanja Widmann trips up and over Judith
Hopf’s use of the comic in her work,
finding similarities between the joke’s
disruption of commonly held norms

and the ruptures of aesthetic experience.

the gallery, each of which depicted o figure
aele of greyv folds with a seribbled-on
face. They lonleed like u pair ol anthropo-
morphized laptops, male and Fanale
vespectivelv. The light grey seveens were
rtheir head and chest, while the dark grey
kovhoards foemed the vest ol thelr bodies.
Andd soovee say this pair, sicing there

in the slumped posilion created by e
laptop’s half-open angle with empty
gazes, inle drawn hands in their laps, beige
packing-paper legs dangling, thick lucquer
curls as hair, inl Jines shaping o bal. The
colour o the vorks, and the atmozphere
they evokel, were restrained and serious,
Such wens the evocation Bot ool the e1Tec
o fshauated Vases and Waiting Lapitops

bure-like quslizy i= nocoin
n-frnerican cartoosist Baul Bleinberpg,
i

igenoe, Infsome and of b

tboth 2oog) in the show 'some end of
things", ar Galerie Andreas Huber in Vienna
earlier this year.

These seulprures and collages at nnce
seemed 1ome like the punch line o my state
of mind in lght of current or impending
work — including the writing of this text.
They were poinring atan exhaustion that
Ay Appedrs i e as caricature. ' Sigmuncd
Froud describes the technigue of the joloe as
ome Lhat elfects either u relief of an alveady
exisring condition, or the omission ol o
vel to be mohilised pavehicefTort. He also
refers loa direct connection to the release
ef g compulsion oeritigue, [Nunderstand-
ingf the then-upeoming wriging of this
Lest s i yel-lo-he mobilised paychic offor
cannected o the challenge of criligue, the
frchoesied Vases and Weditind Lapiops
i fiet mnele o jokoe’ in o quile basic way.
Inehe wiorles” lopsided rellection ol my state
o muind — net addressing me personally,
vel grubbing me immediately — my mood
shified tnro g sorr ol cheerlulness, At the
same time, the Facr that T seemed 1o have gol
the joke suggested that it would be sasy 1o
write about, And so it was, wnd then again,
it vensn't Mainly because the jolie works
asunevenl: ephemeral, leeting and in the
mvettiend. Toowrine it desen il deseribe i)
Follemes it owt, madees i stale, Thus Dwill no
o [urther into the lunny, comic encounrer
when entering Lhe room, becanse the
mementary understanding, or leeling
of wllinnee rooted m laughing ar the jole,
has nol been easy o pitt dover, What Lwill
refer to nstead isthe joke’s role in Hopi®s
aesthietic practice und it structural
similavicy rothe workings ol nesthelic
expericnce, But for naw Daaill take another
detour and come buck Lo the moment
of pelief,

The feeling of velielf T ex perienced also
slemmed from the worlds foetheoming
adtitwede, Croe muy even describe if as

rofnrs Loar duatns
= his wesek for

vl Lo seadusminanl oy om0
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accessible or inviling, ver, ar the same

Fime, or maybe in spite of this attinde,
itissurrounded by anair ol audacity,

The work's attitude not only leads directly
terquesticns ol style, b also — following
Criedvich Diederichsen — ro the artieulation
nla ‘sociil sense’. As he writes ina
catlnguie essay for Hopl's Secession

showe in Vienn in 2006:

[There is’ an wnspoleen bt diseernibie
corceri elih the connunicalise
freocess involved @t vecoplion

— CeReeri et nE wehether ane
funderstood, let alone correctly,
buet wwith the styfes and personaliiy
Previts thod ave aetfated and
c.’.lt{‘r.lf.l..r'n'g'cfi‘f -y et aenok, by i
performenee, ov by o steend of an ar
fitr, o i this condexd, atpleds in
inroria cose of soviol sense
becoming form

Diederichsen continues to elyborate how
Haopf's specific stvle is marked by an
interest in sub-cultural forms of common-
ality, in the sense of o commuonly developed
aesthelic and connmaon production
praclives, She develops these in her work
without giving avay the code, without
miaking it explicit, Inoworking within the
Frame of this social sense, he avgiues, Hopf

2 Diedrizi I
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erichzen, "Outkionrd Mator?, L Suedith f fapf e, can ), Miennat Secesglan, 2007, ¢

nualees eviclent not only the ‘Funetionalism
of formalism and the ideolngical structore
ol decisions abwul artiscic foem, butalso
the Fact tharexisting grammars — whetler
Formal o pertaining toany form of life —
e abways e restrueiured.

This vestructuring often displays itself
as sormething nonsensically meaningful
in Hopf'swork — as, for example, in the
video MNospital Boae Danee (2006}, made
in collaboration with Deborah Schamoni,
where patients stuck in o more-or-less
permmiment stare of waiting in a hospital
breals into an awlovard dance, (Caogh
inevident bovedem, a number ol those
wiiting have broken limbs i plaster
—miaking them seem rather like mummies
o zovmbes, thal is, becoming seulptural
within the viden piece,] Che i the video
Buidwwir s ddv (W eom Me o You, noog),
when o medivm on o TV chat-show slumps
i chadr while intoning about production
conditinns and instructions [rem the
hereatter. Tn the sense arising (rom this
nonsense, affecrive shilts and disroptions
oF governed, normarive settings can be
iddenrified. A eriticully productive mode is
reveiled in contrast (o implicitly aceepted
crders, And in the conrse of this process,
intherent power structures become visible,
My relief also conld devive from Hopls
ultingately utopian position — her allegation

£




fooveand left;
fAtelier Hoolmann
(dudith HopEand
Lalryah Scharmonil,
Hazpital Done Dance,
2006, vidor, Fmin.
Courtesy Croy
faeluen, Berlin
Andreas Hukez,
Wienna

thit things could be different o how they
are — ag much as from the enteriaining
nature ol the presentatinn.

e can also degect o proximily Lo
musicals in video worles such as Hospitel
Bene Danee, ey Produbetion (2o00)

o Fleded Do {2003, in the way they

link the utopian to the alfective. " To his

text ' Lntertairmment and Uiopia™{2o02],
Richard Diver deseribes the musical genve™
capahility toenterlain as one inwhich

a transiormitive energy, an affective foree,
takees efect on real life, on things as they
are, s shown in Glm,* This alfective power
trinslorms not only space but also the
persnns and aetions within it In Dyer's
Frmulation, this moverment rons from
being extensively representative to
extensively non-representative, opening
aulapinn apace by menns of gualities
speci[']u to il S et — colour, texture,
eoverment, elwethim, ele, Society's (real)
shovtcomings.are thus confronred with

the possibility of a different life: abundance
instead of shortayie; energy instead of
exhaustion; intensity instead of blandness:
transparency instead of manipulation;
comminity instead of alienation,

1akarebiu

2002, pp, A9 —35.
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no rnakes thils observation theoughout the texs: [Wh

tris, Jemes Casoaital, o

The uropia evoleed by entertainment,
ferveever, 15 not one Lhat teanslates intes
priposals for political vestracturing of the
vealworld, but vather it has the potenial o
enable feelings that things cooe be different,
Lhat things eaer change, Dyer explains
‘the wiopianism is contained in the feelings
it embodies, || L0 presens, head onas
it were, what thie utopia would leel |ike
rather than how it would be organised ™
The joke appears toome as a constitutive
and recurring approach in Hopfs video

sewlprures, installations and

dravvings, Bul what can the jole actually

achieve? How does i work as i social

sense? And fnally, how does it tale form?

I his book Maltitude: Betieen lnnovalion

aned Negation (2008), Paolo Virno

nates that jokes cannot be made withour

weards," This brings up the question of

b what wee see in the room — i Uhis

case seulptures and colliges — can he

cleall with as jokes, Bul although vee e

nol dealing with language per se, weare

dealing with o linguistic form, wirli anact

ol expression, wilh an indicating statement,
The jokee, which — s might hivee

hecome clear in the preceding paragenphs

Enamonii

i, Londan and Mew York: Routledpe,

the comnizal dircension oan be complitely,
irkal o Wimme Aduiritder Heloean

Angolem: Bemlutedtia), 2006, 2,78,
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— g fow Hopl the operational mode of her
artistic practice, exhibits o swrprising
prosimity b aesthetic ex perience. YVirno
vepeted by stresses that the joke is capable
of demonsreating o crisis in the production
ol meaning by sepavating rules from
theirapplication — the opening up ol
aprap, for instance, belween grammar

and regular weord usage, The jule

creates medning while simulianeously
vndermining i, T particular, this monen
ol both production and sulversiom of
meaning shines structural similarities 1o
Juliane Rebentisch's elaborations on the
spevilic moment of aesthetic experience in
her book Asthetik der nstallation 2003l
she deseribes this moment as one inwhich

the produetion of meaning in and through
the avtworl proves 1o he essentially
conlingent:

Any comprehensive ident ification of
stgnificant eloments s well as their
meaningiel connection &s ultfoutely
nof nffectively fustified by anvthing
i thee artwork || The spectator
tsreferved bael to the raterindity

af the artivork, which, hotever,

1ane Rebontls:
taxpareths Cla
See 2 Viona, M

[
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15 egueally not fiven oy such.

Thie materiality dtself s oul (o be
heenrily frought uaith meaning aad
frravoles the firmation ef new
correlations, Ths the praduction
certel subnsevsion of meaning —

fwo forces eyually opposing and
crkuenetng vach other — necessavily
refer to each odher,”

While aesthetic cxperience is prosemt
throughoul the simultaneous separalion
and potentinl coincidence of thing ancd
sign — thus opening a space for a dilferent,
comlingent experience of the given —

the jole as a commentary on n crisis of

meaning production and as o practice aims

ata pogsible separation of application and
rule. [t does so by demonstrating in openly
Faflacious or strange combinalions how
arule or convenlion can be applied in
contradicrion rowhat was previously
anticipated,”

The stevcturally similar dispasition ol
aesthetic experience and joké also coincides
in thedr need forr a disinterested spectitor,
Pirapeing on Freud, Virng descrilies the
disinterested spectator as the ‘thivd person’

Judith FHant, Vs
{Wines), 2008,
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Judith Hop?,

What dopon !

A Sryto i

feove, Zining

nf the joke, the person who ultinmaiely
determines he possible success: of the
act by renching a judgerment alwol i
“The anthor of the joke cannot judge
whether il has it ics targrer or il is,
instesdd, akin o simple nonsense, |

S0 then, the disinteresced spectator
“his the decision passedl over to hinton
whether the joke-waork his suceeeded
ivies task". " The joke (aswell as (he
aesthetic experience) can be understond
int the social sense ol the words the

thivd person, the disinterested spectator,
isthe soviol murler of the scene of

the jnke, which depends on g common
understanding, some kind of sensus
corminnds, in ovder to be successfully

vinclerstood. The @ocial dimension,
marenver, also implies both a negotiation
ol Lhe given as well as the possibility
nledizsent. In boch cases — inthae ol the
joke’s belonging mo the public discourse
inel the subject position of u disinterested
subject who witnesses the gap belween
application and rule — certainties collapse
anel fixed structures ave liquefied’,

as Wivno puls it In ovder for the joke

ar the avtwork — o be successiul theee

F.Al Vivneis queting Frevd from Sokes o
Ep-185—h04

i T

has 1o be some kind of common social
imaginary of what iz talked abowt, an
unspoken vet aceepted status quo ol rules
and theirusual applications, And so,
Virno writes: “The grammar of a life-forem,
that is Lo say “the substraonm of all my
searching and ol all iy assertions,”
comsists, in greal measare of opinions

and historicosocinl belivts, Or, if we
preeder, consisis of the defomo ethics|
ingirained wirhin a detevmined community.
And il 15 these cerlamties-dndora that
eeruren te fhuicd sete in the case ol
acrisis, thus refgaining an empivical

tomiily.”

Virnosanalysisof the jole’s being
embedded inthe collective, and its political

consequences, i also helptul in looking

al Rebentisch's approach i aesthetic
cxperience. Rebentisel claings char the
specilic moment of aesthetic experience,

o mare specilically its political dimensions,
lies in the disroption of our convenrional
ko ledge and certaintes, somelhing
which takes place in o momenl of
distancing. This creatinn ol dizrance

Iram ourselves — that simultanenusly

thiroses us baels al oarsebees — relers

et Relation to the Subessiiou [15¢
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ik the

fovonr social steatification

corveniionl knowledge and cerlainites
canneverben merehysubjective, privale
mdler buealvways inmply o broader
inlersilsjevtive steiag i set ol inspoken
anc implicitly accepred rules, novims

anid values ! Avsthetic experience in this
unelerstanding (hus shovws Bsel Cas always
dlready pervaded by muondane veal i

o Lty sl assuch, basically impure,

Beit Wirmo does not focus on aesthetie
expericnee and Hebentisch does not s
i Lhe joke [Eis also clear that the joke
s nal Tunetion as a constitulive moment
of aesthetic ox perience, nov vice vers) -
thalaesthetic expericnes essentially comes
it playin the foem of o joke, Nonetheless,
lwennded sugpest tha the capacity of the
jerke im the leld ol aesthelic experience lies
invisability to point oul the comventions of
theart field d=ell, and, by relying on them,
vareeven breing them “dosen Lo a base level .
The o thut Vieno speales of velers to
ppiniens, poinls o view, styles, ko ledge
ancl attitudes that are presupposed in e
Hinguistiv) practice shaved by a commumity,
This i not meant in the sense of facrs,
bur rather relers to unspoken, implicitly
assumed codes, conventions and rules,
Bendering these visible and re-converting
then into o fuid state is the ceucial inten
of the joke — presuming it is suveessiul,

[Lis then that the joke is able — provision-
ally sl erporarily — oo e negotinte the
wvitlue ofat itsell] ils symbolic and veal
capitil vitlue as well as the potential
inclusions and exclusionsthat come
withic The julee as anceveryday or ‘vl lur-
ally low” practice not only plays a role in
the (vssentiallyy impure form ol aestheric
experience, il actually pushes this impurity
tonthe foregironnd. While the subject is
potentinlly confronted with its socia
strata’ inaesthelic experience, 1he julee nlso
brings inco play the social aspeet of o, =
Lralbits structural similarilies, the joke
s et only redees the impoee staiius

of ‘nesthetic expevience visible, it lso

soralches and even conlarminiles the

11 “Aur frtuallib) Giskheld
5o Dl
1%
13 s Minimalis
ive Logie, Fhe sl
bl b
rphrat
Ml
i
15

Prusu, 1996 and
Funnt?, Asthatil dur |
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seriows surtice ol the term aesthetic
experience alveady hrings with it

Fut oy ds the technigue ol The jul:
wsee] heve, in these spevile works? Whi
Fowrin dloes i fabe?

Hepl™s Bochurested Vieses are prtrtic-
Biarly ity in the sy that they play with
Hhe dominant narvative ol ar history,
which has privileged the abstract over
Lhe representational, the nondeseript nver
the vy pressive, and Practure over narrid ive:
For the crities who backed Modernis
ahstraction in painting and sculprore —
sich s Clement Greenberg and Michael
Fried — murch was at stala in their
choice: 1he acdemenny ol art, achieved vin
a pathol severs seli-veflexivity, and the
apaciny o connter the commodiflication
ol artand, especially with Minimaliseon,
the baomal, Laflen objects of mass cultore,
This meant not only turning avway (rom
the figurative, bul also opposing everyihing
represenlative, narrative or expressive.
he problermatic reached a crisis point in
Minimalizm, which was underscood s the
simullanenus exceution, completion and
eizruption of the Modernist programme,
While the double presence laid outin the
abjective quality of Minimalist objecrs
— neither thing nor =ign, but hoth ot the
same tme — wairs canse Tor the advocates of
Modernism toexclude Minimalism on the
base of s ‘incurable theatricality', critics
ol Greenberg, Frivd etal, understond this
moiment of theatricality as the constiutive
element of i sellrellective performative
distance inaesthetic experience and thos
asia characteristic of affar, '

The established heve is rooted inan
inplicat exelusion, which From the ol se)
{ixes Npgurative modern stulplure outside of
the relevant discourse of (post imodernity
because of its vepresentative and potentally
expressive and/ i nnrealive aspects. The
Fachevested Vases deal with this ambivalent
history, exploring new possibilities and
shifting lixed orders, The garative is ealled
npan while simullaneously being siripped |
al'its representative lunction, remaining

ATOEATE ALED Al
Lied producticn and the Faburs
ot prample, Sal Faaber, “The Crus

et of bne Dantury, . lops, MAand
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i limbo of similacite: the vises apgreas
Lo be heads while remaining abjects devioid
ol theiv original Tunetinm and purpose,

[is s joining of unrelaced and ar the some
Hme olrviously similar things, a marking
iy,
afokees the vases are like empry heads aod

v the vases with o imrmed it e cormia
the moment we — mour exhaostion — see
therm s see by, wee Become similue o them,

[ the jola follows a logic then, in Vienoe's
waorels, 'erroneons modes of reasoning’,
ssemnantic ambigoities' aod 'delective
correlations are ar worle [t is through this
erroneons mode ol correspondence thal
e velation belween subject and object
becnmaes permeable. Secmingly fixed
positions are contaningated as the stalus of
b b abject and subject becomes uncerlain,
B prositioning the isverted vases as heads
atop them, the pedestals” simple geometric
cubic [, reminiscent of constrelivis)

The joke is the moment that deauthorises
seriousness, that interrupts relations of power
and order while rendering them visible.

Forenalise design, is ivreteievably peinned
will the associntion of physicality. The
enhes corey the vase, relaining the conven
o ol Tometional moseom ACCEESOTY,

a pedestal, while ar the same time becoming
part el the seolpuure, the absraction ol

a hody incvariable sizes.

W lile procduction vin industrial
rrvethwrcls el the vse ol the series were
supposed o assure distance from
origfinality wnd expressivity in both
Minirmalist andd post-Minimalist sealplure,
lere thisdanges” ol originality and
expressiviby s mverted in che moment
ol the workes afirmmtion. For the lces
pravintedd o the vises canoalao be readd as the
desture of o singuloe marking, as they do
ol sl vy rom expressivity, Moreover,
the individualisarion of each piece in Torm
anl fnee sets chem apart Trom the nocion
ol multiple, The individualive ol each
vase presends isel ke aninventory
b possthle vises — v vase whatsoover,
perhups, The Gees are both expressive
and absteactions ol s general slate in
moculation, Hoplbeontinually velers fothe
ortler ol making are while she has already
<'||:|||g14|| in, rest r||L'||u'i11:__[[h:c' grammnr
and exploving new possihilitics,

L6 Filles

Grimon), ]

[hiz small sealproral geoup, loosely
tilling the room, is theatrical in o steaight-
foweied sense, Like o Greele choir, the
seulplures inhabic the room and togel hey
bring u subject to the stage: Fatigue has
Pakeens holel ol the vases and cubes, Creeging
them indo imonobile figuees, making them
the sheer expression ol exhaustion. The
Tunerion ol the Greels choie was to stmplily
and clarily the events anstage foethe
selienee, at times vesorling omenns
ol exaggeraion. Sohousied Vises perlorm
exactly this tasle, They appear like o vellex
o eurrent conditions, polyphonic voices
ol everyday lile, which leave s hunging in
aopquite exhausted stte — so many hings
exhansting us and il possible menns
sevminglv exhausted. Inacomedic gesture,
Fatweusiod Vases reflect the Pringes of
i constinthy soughl alier or vequested
realisation — whelther of onrselves, o piece
ol wenrls o aur
life. 'The Wedting
Lapleps embed
themselves in tlis

seenario, relerring
tevall these Things
not ver swlehed an at o desks, alveady
burdening us with exhaustion before we
slart, [Eis ineshaastion thal the inlnie
seape nf proszibilivies is revealed,

The text accompinyving the exhibition
rilates the avtvwearke 1o Gilles Delewge's
remarles anexhaustion. Oloe oo longer
reilises, even though ene accomplishes
something || one vemains aclive, bul for
mething”, weites Delense aboot Samuel
Pecketts plva, " Tn coveent Tovms ol
procuction, i which efficiency and the
mabilisation ol allskills, inchuding alfect,
commmunication and konowledde, play a
centril role; the call for talang a closer ook
althe nonsensical and aimless drifiing
ol exhaustion, the possibilivg o execnne
something while not vrealising anvthing

neilher aurselves, nor o piece ol work,
nor [ife — iz e guite lieonieal by, The
Joke, lustly, i the moment that deanthorises
seriousness, inlerrupls relalions of powser
and arder while venderving them visible
Teallwes ome to leel salz inoa short-rerm
allinnee with kindved spivics. This may be
one oranother ex planation forwhy the
fachinesied Vases and Waiting Laptops
miace e feel soradical lv cheery,

v ibrans, Dasd Jrnzbh mnd Bichiasl &

o p153,
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