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IMPROPER NOUNS

In a letter to his friend Georges Izambard from 1871, the
sixteen year old Arthur Rimbaud wrote, “Tant pis pour le
bois que se trouve violon.” The literal translation of the
phrase from French into English is, “Too bad for the piece
of wood that finds itself a violin.” I" ve only just disco-
vered this after sending the sentence through an online
translation program. Following up, | see this translation
repeated throughout various online course materials for a
handful of liberal arts universities that I’ ve never heard
of.
When | first encountered the quote years ago it was in
English and had been translated as, “So what if a violin
discovers it’ s a violin?” | most recently saw this incar-
nation as an opening epitaph in a Dennis Cooper novel. |
would tend to side with Dennis Cooper’ s interpretation
of Rimbaud’ s intentions rather than with a hokey profes-
sor who blogs for his class on a tumblr page. But now the
validity of this quote, the one I" ve regarded for years as
native and true, the time I" ve spent considering it, is th-
reatened by literary comprehension splash pages and the
barf well of Bing translator.
| had wished to use the quote and the axis of its introduc-
tory usage of s o what as a reflexive hinge from the specu-
lative s o what (happens then) to the indifferent s o what
(who cares). Whether it is a celebratory, horrific or indiffe-
rent realization, what if something ceases to identify with
that which had beenit’ s presumed and given order?
So what ( happens then) if a piece of wood discovers it" s
a violin o pens a field of existential questions as to what
is possible or comprehensible in relation to identity. What
can one do if overcome by the influence of an external desi-
re or an alien identity? Are we anything other than a black
box theatre for the transmutations of unknown influences,
coming from within and without? If so then how can inten-
tion ever be claimed or the ego located within the frame-
work of a singular expression? Is this discovery a freedom
or a sentencing?
So what (who cares) if a piece of wood discoversit’ sa vio-
lin e liminates all difference rather pessimistically. It makes
no difference anyhow. The wood is screwed. Violins and the
will to play them exist merely as an aberration of chance in
a universe expanding towards its own destruction. But Too
bad for the piece of wood that finds itself a violin complica-
tes the matter by potentially offering the half hearted pity
of a rubbernecker.

“OMG. Too bad!!'” :(
My confidence in what | thought would be a quick probe
of a reflexive thought has diminished and been replaced
by doubt and now spins out into a seemingly meaningless
number of directions.
So what if a piece of wood doesn’ t believe in transfigura-
tion?
So what if a piece of wood discovers it’ s the handle for a
toilet brush?
So what if a toilet brush discovers it” s a piece of wood?
If there is a consistent thread to the logic of all translations
of this short phrase, it is the suggestion that a fracture or
an entire revolution in self recognition may just occur out
of the blue, regardless as to whether this fracture might be
of any significance. So it goes.
If one believes this to be a possibility, as | do, then they
must look at themselves, at least partially, as a suspicious
delegate.
Once a person agrees to recognize the veracity of this so-
cial contract (a kind of open door policy between them-
selves and the other) it becomes very difficult to ascribe a
fixed location to the goings on of one” s ego as a singular
impenetrable entity.
If Duchamp’ s artist of the future was to merely point at
things instead of producing them, | will suggest that this
time has passed us. Things have been pointed at often
and for extended durations with such intense projections
of desire and analysis that they seem to have become im-
bued with something like a pathos of their own to point
back with. Perhaps this resemblance of aura is only an ef-
fect that comes from the great emptying of human pathos
on the behalf of things material. Perhaps more than ele-
vating the object, our human sacrifices to them may have
brought us down to the level of employment vessels. It is
not outside the realm of possibility to consider them as
mutant peers in the sense that these objects and ourselves
have a horizontal correspondence and transfer back and
forth between each other like rented organs.
Although | am entirely untrained musically and cannot
read musical notation, on occasion my dreams are scored
with what seem to be entirely composed, symphonical-
ly performed pieces of incidental music that I’ ve never
heard elsewhere. They vaguely resemble the emotive hol-
lowness of Hollywood melodramas from the 1980° s. They
are mediocre, banal and emerge like heat through a vent.

FA~ |l FIVE QUESTIONS

1. Do you find that the objects you make still function as your agents when they
leave your possession?

RIANAREIENRAEBARNERZRESRMKEAD?

2. Does the work you” ve made in the past ever become foreign to you?
REMERBEEAREI T EBHREZENRESBEE?

3. How open do you think an art object should be in its ability to assimilate its peri-
pheral contexts? Or conversely how plastic ought it to be in submitting to assimila-
tion by multiple contexts?

RINA—DNERERBE BAIERNRENZIZSFR? NEER, EEXNSHIFER
HHERLT, EREENIZEXR?

4. It is typical for artists to look at what they do in terms of career. Do you think the
assumption that each project or object will inevitably lead to another project or
object (inevitable production) is a plausible perspective for making good art?

— kiR, ZARBEZEREEXIMEERMEEASHITA. RIAAENRBHWIER
AEENSSHS— 1IN ESYEHINRE (RREEZMEE) SEUEFZAMR
BRI =0E?

5. Which of these four following things is the least like the other and why?
THONMAZE, B—PMRFAERFHI=N? AtA?

Selves B2
Shelves BF
Shovels i
Elves fER
SONJA GERDES

1 Sometimes they are Hyper Amorphous Talismanic Energies, sending
ARMBIIZTTEN, TERHN, BBNEE, EiEs
2 The first monolog | kind of start again after a long time not seeing the work or | forgot of it’ s
existence seems like a clash of absurd truths. It really wakes me up.
?’:IE?ER;‘QEEIJ—’N’EI%ES‘L%E%—’I\VE&Eﬂﬁ?’fZiﬁ?ﬁ—’PﬁEﬁ%?‘.—’i%EﬂE’-}—iﬁ KEPE, BER
g !
3 Air for Free
Breathe you in
RBEEH
IR 4R
4 Yes, sometimes. Not always. A lot of sleep is good too.
=, A, TR, KEDBTRE.
5 Shovels. You definitely know they exist to have a dance with. Either on the ground or in the
ground.
B, ARBMEENFERSERRENE, E4HEMLE, EAEMT.

JUSTIN HANSCH & JASON STARR

1 Yes, in so far as they represent an expression of our being.

=, MENIHRNEFIEEMmILS.

2 Yes, in so far as the process of making art, and the result of that process is always foreign to us.
A, MEARMEEIEMEIET IR LRI RN TKITE EMIL.

3.1t ‘s both, always.

WEEHFEE, KIEZXHE.

4. No, but we understand that the universe demands this of us. Some things are out of our control.
RikA, BRENMNEBFENIRNEXENT R, ARNBEERIZFERZM.

5The elf creeps us out.

BREBRINEBHRE.

We said it. We said what you might have been thinking. His smug grin and vintage eyes creep us out.
He" s playing tricks and sneaking around our house. CREEPY.

BHERT, BIVBRAEECEBHMILHERT . MABIEENS HREBELRINTIET, WERR,
ERNEEMGEE, SAEBHRA!

JOHN KNUTH

1 Yes. | feel that each object that is shown is a way to distribute ideas.
EHEEBE— MR RINRBE—FMOEBENAH.

2 No. I have always wondered what it would be like to have phantom limb. | would settle for a
phantom painting.

. B—EHEE, AHASREMRMBEEK, REBR—IHEREE.

3 I have not participated in shows because | thought that the conversation the gallery or curator
was proposing was something that | did not pertain to the work | am making. There are multiple
aesthetic or conceptual roads with anywork but sometimes | just don ‘t feel comfortable sending
work down certain roads.

BEESMEFTEEARNARENBBIRRARDHENLRMT A, RFAETHRHIE, FS4HE
EHMSHERSEMEFNESREITFTREA 7 HLERNTE,

4 Some roads are dead ends.

HLEKEIIEHARE.

ALEXI KUKULJEVIC

1 When the object leaves one’ s possession it assumes an agency of its own, but it happens to be a
mute agency. Like a pet one may believe that it has been thoroughly domesticated. One may be-
lieve that it is under control, that its independence is relative, and that its freedom can be restricted
to the length of its leash. But the works that interest me are those that can turn on their owners.
Due to their mute inscrutability one can never count on their obedience. A smile bares the teeth
that if applied with enough pressure punctures the skin.
KA—BEBEATEREISFBIASHERYE, IATXPMEREZHEFESH, RIE— BY—H,
RAIBESINAEMRFILT, EXEEESZA, ENMIIEIENE, ENEHRERTUARTR
REEE, EREBNEBNERAFHIEANE N, BTFENNETERNHBED, £AKERHE
REFENBIRMN. — M EEEHEREBENNERL TR U R A,

2 This would depend on how one thinks the “foreign.” |doubt that | would encounter a past
work and fail to recognize it as my own, as if it had been actually produced or conceived by ano-
ther, but there are disorders that make one fail to recognize one’ s own mirror image. This means
that this identity is tenuous and that each work as its builds, shapes or forms an identity through
habit also deforms that identity. The narcissist always has its share of self-loathing.

EMREAEX "FHE" . #EHLSIATHREZARER, TREMAZHANBEBMGIE. B
B, BRMEREREATHEFENECS. XERESNTE, UREMEMREBIEIRMER. 2
EMEESREI R R EERESR. BEEKEEERRKILAEH.

3 Art s itself inseparable from context. It submits both within and without, which is to say, that
context is not simply something external to the work but shapes it from within. But context is not
univocal. If a work is not simply determined from without but from within, then it brings contexts
with it and these may be in conflict with a given context. What has been called the work” s au-
tonomy could perhaps be situated in this conflictual space where a certain heterogeneity is esta-
blished through the tensions the work establishes between these contexts and that make the work
rest uneasily in itself. This could make its assimilation difficult as if the work was trying to speak
while biting its tongue.

ZAMBELRRLENS. EREENIMIER, HERARFZIMIMRENE, EENEANE
e, B, AEFAERE—EEH, NMR—MERTR2REIIMIZMMEHEBHIMNERE, BA
EnRNARFRRAENEAEREFE. MBZANBEERITREINRRTEELN, BEER
BHFEABZENERXREN—MRRE, SBERESTR, XI—EERNRALEFEEMRE
M, FRIERBIRSTAEIRERS.

41don’ tthink this is necessarily a question of career, but concerns the logic of a particular
practice and its recurrent problems that are never in full possession of the maker. This can be ge-
nerative, but the challenge of making art, | think, lies in how one comes to terms with dead-ends,
the hiccups, the bad-trips that can induce the panic that perhaps things are at an end. This could
be said to be the artist” s distinctive paranoia that drives and hinders production. Good art ma-
nages to induce a bit of anxiety, the feeling that things may be at an end, without this becoming
crippling. Itis not only the broken leg but the crutch.

BARB/EX—ERZALENEE, ESRFE—MIBNBEURET RN, TREEZAREHZ
N, ERREEHER, SIKLERREENESN, EEEARCENEERES, RINAH, ELETF
EXARMLEAR, ENER, ELABERENLLECRIGT BTN, TURRRZAR
AR, EMEECSIRIIE. IFEZRERSSIE—MILERE, —MEBNEEHIFERIETH
&5, ERNSE2EIERT. ERTERREIER.

5 Shovels are least like selves, elves or shelves. This is not simply because of the “0” —that rogue
letter that is also the mark of a certain lack, a zero, a point of subtraction that sets this word apart.
The shovel is an instrument designed for digging, which is to say making a hole. This is why its
inclusion of the “0” is appropriate. It includes its little hole. But shovels are also used to fill holes,
plugging up the gap, the void, which is always why this little addition of the “0” sets the shovel
apart, in this case, by making it whole. The shovel like selves, elves and shelves is a little helper.
But it is not a support structure, unless it is being used to prop something up, some other body
perhaps or one’ s own, in advance of a broken arm. But then it would be something suspended,
hung from the ceiling, neither simply a borer or a filler of holes, but an unmaker of wholes, that
thing Duchamp called art.

LINDSAY LAWSON

1 The objects | make reflect my actions and thoughts from their conception up until they are com-
pleted. In that way they are traces of a certain time and place, and perhaps one could call them
agents representing their creation (by me) once they leave my possession.

MigBE R, REEHIE—ERRMBHITAMBE, ZAMEX EMITRE— M Eb S92

R, BARNEEZR, ®IFATMKMERR () CIETRAKE.

2 1wouldn ‘t say that any works have ever become foreign. If anything they are absorbed into

the fabric of my ongoing practice. As time passes, a past work becomes a platform to reinforce the
interpretation of future works.

BREBMREAERTEET., MRFLL, MNKER—EHCIERRMERBHRRE T, FERTERE
#, —MERERT MR RRIERNERFES.

3 1 am a firm believer in the work of Lawrence Weiner. | would say that his take on artworks and
their contexts lies between these two situations. The experience of a work is a fluid thing depen-
dent on context, yet numerous iterations, presentations, installations of the same work can look
very different while being defined (by the artist) one cohesive entity.

BEH0RE - FREMMEERESE. HIAAMNZRERMENARXRNEEZEUA LB MRIKZ
B, MARZEROIERD, MRBTERHEE. —MERBIETBIRA. BN HEEEREE
KEA—H, BRNE (EARK) EXE—1HEERE.

4 My most favorites artists are those whose entire practice interests me, rather than certain works.
They are often artists whose practice spans a wide variety of media, processes, projects, so | absolu-
tely think that a career-long perspective can be a good way to work as an artist so long as the works
hold some interest and value within a shorter timeline as well. The work | have contributed to this
show is part of a series | have been making for several years and plan to continue indefinitely, part-
ly because | think the strength of these works is that they suggest a potential for infinite variation.
The choice to make many of these lamp works over many years illustrates that potential.
BEERBHEBERDREBNBZHZEAR, MARRANNGERNERN, XHENZAKBLER
B, 318, TIEE, FAUBRENNAXTRPZEAREERZARUENTFHE, REERE
B EREREEERNNME RXRSRAM—INEEF/ILE—EETE, MBESTIRALLEN
RYEEMER. BARELSERARINARLEERBER—NEULROE S, EFKAREOIERXLT
BRI IMERMIERTX—&

51want to say "Elves “ because it bothers me that it does not start with S. My answer, however,
will be "Selves “as this word suggests a singularness, in which its pluralness is somehow refracted
within.

AR “Elves” (HBR) BAMAUSFEAFLILHREL, ERKAEE “selves” (BZ) EAX
AR E MR H YRR AR A

KATRIN PLAVCAK

1Yes

=0

2No

=

3 Depends on the contexts

BUAFREA.

4 A plausible perspective in going on making art
—NEENYS, BREFEZA

TEZ 8B iR

—H1871EHMARA TR - REERIEL, 165HIM/RE
/R« ZIEZ| “Tant pis pour le bois que se trouve violon.”
XALEXHIEIX EFZE “Too bad for the piece of wood that
finds itself a violin” (AR# BIAZIREE, FTEM). HARIRI%L
ML, BE—PELZIERERF. ARRELWTXARIEX
REHRE—IBEMNRITIR IR K EZHZIHEZHME,

ZESEREELEMVOER T, SRR, mE#HIE
B “So what if a violin discovers it” s a violin?” (RZE4LI
HERRE, XNf?) . REFIXNMERHE—XH
RHT « /MR LREIR, HNE—BFFFREE, EHR
I EAERMEFESEEFNHIR, REBREWEEEANZK
AEREMRAL., BRI, MEXAESHERE, XaHK
JLEPR—EINAREARFESER, URKEEERETE, #
EE] T 3T HRH W DT A B B X A X A R B9 B

ARFESIBiIZES, LENEH "XA" SEBRKE,
MAERNE X" (REXEMELE) FRARD
By "3 anfar” (ESHETF) ZEFR, FEULIAERRE
Y, AHRIBTERTIBRY, MREX—MEAFEILAREHRIEERN
LFHREFHESERE?

AMEADECRRE (ZR) WA? " XAEFET 57
EEXEIBRGE, &SI\ BEE T 47 e HEm A
REFRE L DERIRE, MR—PTAZEFAHIENINERRERR
CEHEMIIFE, fizgf? RMNAFIEREZH, KREFN
SMIBFBNETHMES FHREIG? BMEXE, SrEARE
WEH, BREAREE-ITRIMERAFIRF? XL
B R WAL ZFIT?

AMEAMBECRRE, X GEETF) 7" XEiEEY
HIRMBUERTE £57. TIRMMEEAIE. KEHEET., =#F
MEZEMNESRATERERREENFHENBAEXRE.
B "RfEINZIRE, AMEW" XAWRARFMT G, EA
ERME—NEUBERR BRSO F B WA H B,

"IREYRIM, KAIEMI! T o

AEFEUAAXIEZERBEHRERE, BESAUERBERD
T, HIARERT, MEREOL, BEUFREEXT.
—RAMPAHEELR, XHE?

—RAM LI B CEDHEBIBF, XuA?
—iIRDERIEFLZIE CSE—RAM, XWMA?
MRXFEEILAFEXAREN—ELNBENE EMNRNLA
HRFREBEREGBENATNELE, HEEHR, T84T
HEASHEREEX., MiXtF. WRARKBEXSAHEN,
MLREZEECS, ZVH7, B—RARNE.

—B—PMABETIANRU EHSRANESLE (BR—MBCH
fBAZEMSERR) <k, LERBITAHAETEEME, F
BREMNSERM, FAIBERSEE+7 R,

MR EAIRERZERRTAFEMRNEZERERENE, K
BEAZRNEZHEHAT., KFACEHRIEMRESRXMRIKE
8], FEWETZAHMPNBREN RS, ENNEBFE
EEUERE, FEAETREXREHEEERNEALATH
FmKXB=REEMEERATE.

MIFRITMABENPIAFZLEEYRA SR S HBRN T
BIHITERRY K, RABEMRTRERETRZS, EAH
HNFRZKEN MR ERORIE—EREES, 8%
HERIEREIN, EETEFRE, BRAETILIFEREHS
HSEER), WARMRERA, RMAERRITEHERR, BRIE
m Pt INBOFRIFFRIBIETRIMERZE. FE, KE, GHE
ME RFLIZ BT,
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Blackbridge Offspace is an artist-run, non-commercial space in Beijing, China, initiated
and run by Anna Hofbauer and Bianca Regl. Located in Bianca Regl ‘s studio in Heigiao,
it invites an artist-curator every month to visually discuss a contemporary issue of his/her
interest. Curators are asked not to focus on singular positions but find linkage between
works which designate strong forms of contemporary art production. The main emphasis
of Blackbridge Off is to turn away from artworks designed for the market and question
notions relevant to young and mid-career artists before and during their work.



