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(Anti-)Pop

Ines Doujak’s Looter, 2018, (1) hurls a “No” at us as we enter the exhibition level—a “no” to 
the false premises of the Western consumer world, whose ideology of growth, prosperity, 
and progress is based on exploiting the many. For lack of a message of its own, the lone 
exclamation point in the unfathomable black of Monika Baer’s painting on hold (in pieces), 
2015, (2) lends weight to the protests of the disenfranchised. Can certain developments 
in society actually be put “on hold” anymore, one wonders, or is it too late, with everything 
already “in pieces”? In this context, Timm Ullrich’s work from 1969–1972, (3) fanned 
out on the floor, in which the artist reclaims the Latin imperative divide et impera for 
a telecommunications cable seems almost prophetic. “Divide and conquer” has not 
only been the motto of emperors but is also one of the key principles behind efficient 
algorithms in computer science. In these days of ubiquitous wireless communication, 
looking at these twisted wires fills us with nostalgia. 

Produced almost concurrently, A. R. Penck’s painting presents an entirely different vision, 
populated as it is by archaic-looking creatures, objects, and signs (4). Inscribed on the 
robe of the red figure, who is veritably infested with worms and insects and has a jumping 
jack dangling from his hand, are the words: “The new society has replaced money-
commodity relations with naked desire.” Although Penck presents this society as “new,” it 
is evidently no less martial than the supreme reign of the commodity. Does Ree Morton’s 
Something in the Wind, 1975, (5) a new addition to the mumok collection, have anything to 
offer us as a counterdraft to this vision? The artist at least wanted the flags she designed 
and hand-sewed for family, friends, and companions to propagate other viable forms of 
relationship and exchange. Having these colorful fabric banners, each emblazoned with 
the name of an individual and a matching symbol, debut on a sailing ship, fluttering in 
the wind, was not a random choice. Here, too, it is all about a network, a “relations-ship,” 
as Morton called it, but one that does not require wiring and celebrates instead more 
personal bonds between people. 

None of the works described above, on display in the entrance area of this level, can 
be called Pop Art in the art-historical sense. And yet the promises associated with Pop 
Art haunt this room like the living dead, as artworks both familiar and new, historical 
and current, from the mumok collection collide. They all deal with the relationship 
between thing and body, between the artificial and the natural, as well as with the 
various manifestations of the mass-produced and its inevitable fate as waste—whether 
commodity, image, or slogan. The logic of the Western consumer world—“consume ’til you 
die”—finds expression in seductive packaging, clichéd images, product-shaped fetishes, 
and prefabricated offers of identity whose pleasurable and creative components cannot 
be denied. At the same time, it is amply evident that the expansionism inherent in this 
consumerist logic—itself a global export product—not only exploits natural resources and 
different ways of living but in fact also dooms those who participate in it and benefit from 
it. “Hedonism on the brink” could be the motto for many of the works in this presentation, 
which examines not least the question of what the logic of the product and of mass 
reproduction might mean for the (self-)image of the individual. It is no coincidence that 



we repeatedly encounter here fetish-like proxies for the human body (furniture, 
clothing) or schematized body signifiers (silhouettes, shadows) that have been robbed 
of their substance. In the era of standardized things, people as well seem to have 
forfeited individuality—whether this is to be taken as a tragedy or even as an escape 
route is a question for which the exhibits provide ample food for thought.     

Artists already began in the 1960s to take an interest not only in seductive surfaces 
but also in the cracks, stains, and tarnished spots in the beautiful façade. Ciné, 1964, 
(6) by Martial Raysse brings together both aspects: A photo of three smiling women 
posing outdoors in swimsuits has been alienated with garish spray paint. Plastic 
flowers and a neon sign with the word “ciné” further underline that the scene is an 
illusion, a fake. James Rosenquist devotes himself in turn to male stereotypes. His 
Paper Suit, 1966/1998, (7) originated in the artist’s frequent appearances at art events 
in 1966 wearing a brown paper suit by the designer Horst (made of “fabric” supplied 
by the Kleenex company). Worn by the artist as an ironic commentary on bourgeois 
conformism and throwaway society, the garment now hangs on the museum wall as an 
uncanny body shell. Going beyond Raysse’s and Rosenquist’s interest in the generic 
nature of the commodity, Anna-Sophie Berger attends to the role of the consumer. Her 
assemblages Complicit 1 and 2, both 2018, (8) are like “product portraits” of (Austrian) 
consumers—X likes Coke Zero and Manner’s Fredi-Keks cookies, while Y prefers 
Advocaat egg liqueur and lentils—whose fingerprints “brand” the products on display. 
This gesture of self-affirmation, however, has its limits—freedom of choice is relative, 
as the selection of discount goods indicates. 

In the hands of Pop artists Richard Hamilton and Andy Warhol, the “natural” becomes 
a projection surface for an artificial or “second” nature. Hamilton’s Landscape, 1965, 
(9) for example, shows a colorized black-and-white photograph in which rural fields 
become bold “color fields,” while spatial depth is flattened into a two-dimensional 
image. For his silkscreen series Flowers, 1970, (10) Warhol used a photograph of a 
hibiscus bloom that he abstracted until it became an endlessly variable ornament—
like a wallpaper pattern. The fact that the photographer Patricia Caulfield successfully 
sued Warhol for using her photo seems like an irony of history and at the same time 
a prime example of the capitalist principle of “intellectual property.” With Le Glacier, 
1972, (11) by Belgian artist Evelyne Axell, part of the mumok collection since 2018, 
the theme of the “artificial landscape” takes on a decidedly political hue. The picture 
dates from a phase when Axell—far ahead of her time—was intensely concerned with 
ecological issues. The model for the alpine landscape in psychedelic shades is actually 
located in Austria: the Jägersee lake in the Pongau district of the province of Salzburg, 
which Axell’s son Philippe photographed during summer camp.

“Art comes from artificial,” was one of the early statements made by the Austrian artist 
Kiki Kogelnik, who worked in New York starting in the 1960s. She rose to fame with 
her “Hangings,” human stencils made of vinyl, which she brought out of the studio 
into urban space for her actions—for instance in downtown Vienna in 1967. In 1971, 



Kogelnik began a series of portraits of women projecting personas ranging from 
“babe” to Amazon. She drew inspiration from fashion magazines, whose proverbial 
superficiality she made into her program. In War Baby, 1972, (12) for example,  
the military camouflage pattern of the outfit becomes, contrary to its purpose, 
a combative—or fashionable and harmless?—eye-catcher. The (female) body as a 
projection surface onto which the social and urban environment inscribes itself is 
likewise one of the central themes in the oeuvre of VALIE EXPORT. Body Sign C, 
1970/1997, (13) documents an action in which the artist had herself tattooed publicly 
with a garter—as a sign of enslavement overcome. In Transparent Figurations, 1990, 
a continuation of her earlier Body Configurations, the city has literally invaded the 
body, which it fragments and deforms. At the time this work was produced, VALIE 
EXPORT was already concerned with the effects that increasing technology and 
virtualization would have on the individual. Her performance Die süße Nummer: Ein 
Konsumerlebnis (The Sweet One: A Consumer Experience, 1968) (14) has proven to be 
no less prescient. Here, the artist—anticipating the popular internet phenomenon of 
“unboxing” videos—provides precise instructions on how to use a box of chocolates 
made by the Viennese company Hofbauer. Insatiable and animalistic, by contrast,  
is the oral desire expressed by Oswald Oberhuber’s mouth and teeth images (15), 
which have a contemporary counterpart in Anne Speier’s Trinker (Drinker, 2018) (16). 

A singular contribution to Pop Art was made by Corita Kent (Sister Corita), whose 
work is one of the most recent additions to the mumok collection. The silkscreens 
by the Catholic nun (who had herself released from her vows in 1968), teacher, and 
political activist make use of textual and pictorial elements from consumer and 
popular culture, the Bible, and literature to address poverty, racism, and social 
injustice (17). Her work magpie in the sky #1, 1965, for instance, quotes a poem by 
the American avant-garde author Gertrude Stein, and come alive, 1967, appropriates 
the slogan of the Pepsi corporation. Crucial to her work is Kent’s understanding of 
language as a tool that can transcend the one-dimensionality of the slogan to become 
ambiguous once again. The Coca-Cola slogan “Enjoy” in the sea queen, 1973, thus not 
only introduces a poem by Sister Claude but also serves as motto for this exhibition.

A theme that preoccupied numerous artists in the 1960s (including Kiki Kogelnik) was 
the conquest of outer space, the “Space Race” between the United States and the 
Soviet Union, which expanded the Cold War arms race into another—extraterrestrial—
arena. The USA finally “won” when Neil Armstrong became the first man to set foot 
on the Moon on July 21, 1969. Just who American space travel (and thus ultimately 
capitalism) had to thank for its “superiority” is the theme of the US artist Robert 
Indiana’s painting Der Mond – Die Braunschaft, 1969, (18) which not coincidentally 
bears a German title. The term “Braunschaft” alludes to the German rocket engineer 
Wernher von Braun, who produced weapons for the Nazis, in the process exploiting 
thousands of forced laborers, and later headed NASA’s Apollo program after 
emigrating to the USA. 



Just as the notion of colonizing space fired artists’ imaginations in the 1960s, rapid 
technological progress—with the threat of nuclear extinction—also fueled fears. 
Utopia and apocalypse went hand in hand during this period. The paintings of the 
German painter Konrad Klapheck confront us with a completely mechanized world 
bereft of human habitation. His monumental Triumph of Destruction, 1970, (19) 
depicts a futuristic-looking bulldozer whose precise lines, hard edges, and shiny 
metallic surfaces lend the death-dealing machine body a fetish character. It is no 
coincidence that in the exhibition the bulldozer is mirrored in the reflective surfaces 
of Toni Schmale’s steel sculptures Pleat #1 and Pleat #2, 2019, (20) whose impression 
of lightness and flexibility—one is reminded of pleated window shades—gives the lie 
to their actual materiality and manner of making. Serving as a pendant to Klapheck’s 
machine portraits is one of Dieter Krieg’s alienating depictions of human figures 
from 1966 (21), in which the artist portrays lumpy bodies in sickly colors that seem to 
consist of a fleshy mass that is held in shape solely by the furniture into which they  
are crammed. 
 
The body as subjected to disciplinary measures is in fact a recurring motif of these 
years, and not only in Christina Ramberg’s Ticklish Construction, 1974, (22) in which 
female torsos are squeezed into corsets and “tickled” by a furry appendage. Hannsjörg 
Voth likewise began his artistic career with paintings of extremities bound in drastic 
fashion—a symbol of the lack of freedom and the constraints of a bureaucratic-
technocratic society. His works on paper that mumok received as a gift in 2018 relate 
to these images while also anticipating the ambitious Land Art projects that the artist 
would later undertake (in the Moroccan desert and elsewhere). Works such as Tied 
Cones and Flight Object (unfinished), both 1973, (23) show fantastical geometric 
volumes and architectures whose seams and lacing suggest an organic origin but are 
treated by Voth with the precision of an engineer. The Austrian artist Bruno Gironcoli’s 
interest in the consumer world focused on newfangled plastic packaging, which both 
conceals and displays. This packaging provided him with a starting point for sculptures 
and works on paper that fundamentally question the relationship between body and 
thing, the animate and the inanimate. An undated sheet from the late 1960s (24) in 
which Gironcoli examines the motif of the “round bed” functions like an instruction 
manual. The futuristic furniture piece conceals an egg in a hollow space, which is to be 
viewed through a peephole. A second egg, this one only engraved into the surface, is 
hidden underneath the word “öd” (barren) and refers to an encapsulated or encased 
“liveliness” that is present as potential but cannot actually spark any action. 

The perfection of mass-produced things as well as the expanding technical possib-
ilities put the human body under pressure, making it seem increasingly inadequate— 
or potentially even obsolete. The human becomes a mere “shadow of himself,” as in the 
work of the Italian sculptor Mario Ceroli, who was closely allied with Pop Art and often 
did work for the theater. Indeed, the wooden silhouettes in Ombre, 1959, (25) look like 
a stage set in which the lighting plays a crucial role. Pieces of furniture and clothing, 
as items that are “close to the body,” often also function as proxies for it. In the work of 



the American artist Paul Thek, who said he wanted to bring back the “raw human fleshy 
characteristics” to art, it is often chairs that become eerily corporeal. The red-painted 
example in the mumok collection, Untitled, 1968, (26) not only has leather straps but 
is also partially covered in dyed wax—a material Thek used to simulate human flesh 
(inspired by Christian relics). The carnal nature of man is—in the truest sense of the 
word—also showcased by Leidy Churchman. Purple Heart Zebra, 2017, (27) is based 
on an anatomical representation of a human back with all the muscle layers that are 
found under the skin. The title calls to mind the “Purple Heart,” a military decoration 
awarded to those who are wounded or killed while serving in the US Armed Forces, as 
well as zebrawood, whose grain resembles human musculature. Placed directly next 
to it, Michael Buthe’s untitled fabric painting from 1969, (28) which reflects the crisis 
of painting in those years, likewise gives the impression of a wounded surface. In the 
photograph Chesterfield, 2014, (29) on the opposite wall, Jakob Lena Knebl literally 
turns herself into a piece of furniture by transposing the characteristic make-up of the 
famous English sofa type—standard in so many gentlemen’s clubs—onto her own body.

“Rosier” only at first sight is the assemblage L’important c’est l’art rose (The Important 
Thing Is Pink Art, 1960) (30) by the Nouveau Réaliste Gerard Deschamps, whose title is 
based on a chanson by Gilbert Bécaud. Deschamps, who was in some cases censored 
for works like this, has arranged here used articles of pale pink women’s underwear—
corsets, negligees, bras—into a fetishistic ensemble that could readily serve as an 
object lesson in the “objectification of women.” Candy, 1970, (31) by Arman, which 
ambiguously presents Barbie legs made of marzipan as “candy,” and Bernhard Höke’s 
Goldschaum (Gold Foam, 1963) (32), in which the legs of a mannequin are “gilded” in a 
strangely dirty way, fall into the same category. At the same time, they render tangible 
how the human body itself takes on commodity character from an artistic perspective, 
becoming a reproducible and—in Arman’s case—consumable thing. César, another 
member of the Nouveaux Réalistes, chose his own thumb as a proxy object in the mid-
1960s (33), here in a version cast from sugar. Isolated in this way, the digit becomes 
a bizarre phallic symbol that with its fingerprint represents the artist’s signature and 
simultaneously appeals to oral pleasure—as in thumb sucking. Incidentally, the largest 
thumb César ever cast, in 1993, rises twelve meters into the air. 

The palm leaves in Liesl Raff’s installation Cascade, 2020, (34) likewise suggest 
associations with the hand, in this case the palm. Unlike César’s thumb, however, the 
work does not jut proudly upward but buckles under the force of gravity. Like limp 
tongues, the latex-dipped palm leaves droop down towards the ground, visualizing 
a domesticated, exhausted nature, cultivated and molded by the hand of man. This 
applies not least to the rubber-like natural substance of latex itself, which is extracted 
from rubber trees that shed “tears” or “blood” when their bark is injured, expressed 
in the indigenous words “caa ochu,” which gave rise to the German word Kautschuk. 
As a coveted colonial product, rubber brought terror and violence to the indigenous 
populations of the Amazon region, the Congo, and elsewhere. The fact that the “colonial 
gaze” still pervades our lives can be felt in the still lifes of tropical fruits, sugar, and 
coffee by the painter Maja Vukoje. The work Kiwano, 2016, (35), shows a skewered 



fruit against a dark background that has been “stripped” to reveal the spectacular 
green flesh inside. Inevitably, one is reminded of seventeenth-century Dutch still lifes 
in which the peels of exotic citrus fruits produce tromp l’oeil effects. Instead of canvas 
as picture support, Vukoje often opts for industrial jute, traditionally used to transport 
colonial goods. Its coarse texture not only allows the window-shaped stretcher frame to 
show through but also imprints itself on the motif as a material trace intervening in the 
representation.  

With his sculptures and installations, Japanese artist Tetsumi Kudo casts a critical 
gaze on the hubris of Western thinking and its foundations in Christian morality. In 
Esclavage et Conservation de l’espèce humaine (Slavery and the Preservation of the 
Human Species), 1972, (36) the male sexual organ is shown not as a potent phallus but 
as an undeniably comical slug-like creature eking out its humble existence with others 
of its kind in a bird cage featuring laboratory equipment. In Kudo’s work, both nature 
and technology have turned against humankind, whose fragments must form new 
symbioses in order to survive. Siegfried Zaworka’s pictorial inventions mostly feature 
banal items like food, plant forms, or ornaments. Medley 2010, 2019, (37) refers to a 
series of lithographs from 2010 titled Aua that show a range of potentially pain-causing 
objects such as thorns or nails and also things that have opened up or been cracked like 
nutshells or flowers. Blown up to monumental proportions and bathed in dramatic light, 
they confront us with a “nature morte” that unfolds a menacing liveliness. With There are 
more things #1, 2014, (38) Jakob Lena Knebl quotes the title of a story by the Argentinian 
author Jorge Luis Borges in which the protagonist encounters in a house monstrous, 
uncategorizable objects that trigger both unease and curiosity. Knebl’s installation 
aims to stimulate the same ambivalent feelings by straddling the categories of artwork, 
fetish, and design object. In this case, a coat rack Roland Rainer designed in 1956 for the 
Vienna Stadthalle is converted into a stand holding a Chanel handbag, a furnishing item 
that might also be found in a luxurious brothel. Which bodies might find pleasure in such 
an erotic contraption is left to the imagination.

Miriam Schapiro’s Keyhole, 1971, (39) imagines an improbable body of a different kind. 
The painting was made in California, where Schapiro worked with a scientist to develop 
a system that allowed her to digitally manipulate the graphic artwork for her paintings 
using a computer program—decades before virtual worlds and 3D imaging became 
commonplace. Keyhole also anticipates the decidedly feminist agenda that Schapiro 
would later pursue in the ambit of the Pattern and Decoration movement. The fleshy pink 
keyhole, which floats through the air as an eccentric body, is an example of the “central 
core” imagery propagated by women artists such as Schapiro and Judy Chicago at the 
time, which is based on the female anatomy. No less eccentric is the impression made 
by the body silhouettes in Janis Provisor’s Glen Park, 1981, (40) a work that toys with 
notions of texture and tactility, as well as textile references. Just as the tree-like figures 
“branch out,” the painterly surface is also expanded into space—at least this is what the 
applications on the left edge of the picture suggest, which look like buds (or artificial 
fingernails).



Patterned textiles, wallpaper, and floor coverings were the preferred materials of Tina 
Girouard (41), whose work was also viewed as part of the Pattern and Decoration 
movement of the 1970s and 80s. The piece in the mumok collection was presented in the 
exhibition Kunst im Schaufenster (Shop Windows by Artists), which Peter Pakesch and 
Peter Weibel organized as part of the steirischer herbst festival in 1979. Girouard cut small 
openings in the motifs of the patterned fabrics through which passers-by could peek.  

Social patterns, typification, and power relations are the themes addressed in Cut-Out 
#1 (Hörsaal Null), 1997, (42) by Eva Grubinger. The group of figures cut out of aluminum 
shows a young woman in front of whom a man is emptying his bladder, while two other 
“guys” stand by impassively. Certain body parts and attributes, such as belt buckles, 
the woman’s spine or the man’s penis, are attached with Velcro, suggesting variability 
but de facto making no sense in any other place on the figures. Even in times of “flat 
hierarchies,” social relations cannot simply be changed with a flick of the wrist (or a mouse 
click). Perhaps this is why Rachel Lachowicz adopts a different strategy in Conscious/
Unconscious, 1994 (43). Her installation features a group of toddler onesie pajamas 
covered in melted lipstick that act out various forms of playful activity. The sexualized 
lipstick becomes here a means of “camouflage” or neutralizing decoration, marking 
bodies that have no gender and do not stand in any hierarchical relationship to one 
another and thus allowing us to imagine a world beyond social codes or value judgments. 



Imprint

mumok
Museum moderner Kunst 
Stiftung Ludwig Wien 

MuseumsQuartier 
Museumsplatz 1
A-1070 Wien 
www.mumok.at

General Director:
Karola Kraus
Managing Director: 
Cornelia Lamprechter

Exhibition

Enjoy
The mumok Collection in Change

(Anti-)Pop

Curator: Manuela Ammer 
June 19, 2021 to April 18, 2022

Funded by the Peter and Irene Ludwig 
Foundation

Curators: Manuela Ammer, Heike 
Eipeldauer, Rainer Fuchs, Naoko 
Kaltschmidt, Matthias Michalka
Exhibition Management: Claudia Dohr, 
Lisa Schwarz, Dagmar Steyrer
Conservation: Christina Hierl, Kathrine 
Ruppen, Karin Steiner
Exhibition Installation: Tina Fabijanic, 
Wolfgang Moser, Valerian Moucka, 
Gregor Neuwirth, Andreas Petz, Helmut 
Raidl, Lovis Zimmer, museum standards 
Press: Marie-Claire Gagnon, Katja 
Kulidzhanova, Katharina Murschetz
Marketing: Maria Fillafer, Anna Weiss 
Sponsoring, Fundraising and Events: 
Katharina Grünbichler, Karin Kirste, 
Cornelia Stellwag-Carion
Art Education: Mercede Ameri, Lena 
Arends, Stefanie Fischer, Astrid Frieser, 
Stefanie Gersch, Helene Heiß, Benedikt 
Hochwartner, Maria Huber, Ivan Jurica, 
Ümit Mares-Altinok, Mikki Muhr, Stefan 
Müller, Patrick Puls, Christine Schelle, 
Jörg Wolfert

Exhibition Booklet

Edited by Art Education mumok, 
Jörg Wolfert
Text: Manuela Ammer 
Translations: Jennifer Taylor
Grafic Design: Olaf Osten

Cover: Sister Corita Kent, 
the sea queen, 1973 © Bildrecht, Wien 

© mumok 2021



 The mumok Collection in Change
June 19, 2021 – April 18, 2022

Modernism on Parade

The Presence of History

Figure and Sculpture

(Anti-)Pop

Abstraction. Nature. Body

Re/Actions

The Limits of Our World

 Level 4

3

2

0

–2

–2

–4


