IVIEWS

MERLIN CARPENTER
GALERIE CHRISTIAN NAGEL

Merin Carpenter’s exhibitions are always
AtnETps to step oursikde the boumls

of the “realm of the possible™—rthat is,
the current conventions of the art indus-
try—ihe better to criticize them. His
latest show continued this atack on
art-world consensus but at the same
timee demonstrated that one stll has o
deal with the reigning norms, 10 engage
them somchow. His attack this time
was, in the first instance, one on the
posthumous canonization of the Martn
Kippenberger currently being hailed as

a pamterly gemius at the expense of the
“eonceptual” Kippenberger, whose pro-
ject was in essence not painterly bur
rather conceptual—concerned with insti-
tutional critique. As Carpenter sees it,
there 15 v longer any significant distine-
tion between Kippenberger and a classic
like Degas. The two artists are brought
Literally o overlap in Carpenter’s Mo
Muaade in faprarn and Mot Made in Ol
fall works 2o05), appropriations of repro-
ductions of Kippenberger's famaous
“hotel drawings™ from a Taschen cata-
logue. By painting over this subsizate
with very quick, even drasisc skerches of
famous sculprures by Degas, Carpenter
changes the very meeanving of the under-
lying images. In Carpenter’s hamnds,
Kippenberger indeed becomes the conser-
vative painter he has lately been made out
1o be, In Cologne, which prides itself on
having been the site of Kippenberger's
social and discursive excesses, this
amounts to fouling one’s own nest,

The drawings were hung serially i La
Hanne Darboven, while the reception
area across from them was converted, for
the duration of the exhibition, into a bar;
kilsch, the local beer, was available on
nap at the opening to the sounds of Eric
Clapaon. This vransformation, of course,
demanded a certain amount of interior
design; the entire gallery space was wall-
papered in imitation of marquetry work,
bending the room a wood-paneled ambiance

typical i Cologne. O top of this hung
a row of detailed and ormamental paint-
imgs depicting interiors of Victonan.era
pubs, Whar, though, do these comser-
clal-looking pub images have to do witk
the paraphrases of Degas, which seem
mere gestural or even airy, hanging
direatly next to them? Based on ready-
made mmages, both groups of wosk serve
as reranders—in the face of the current
remun to thinking in terms of innovation
and ongmality—thar the artist is not
mventing anything, that the past ininsdes
inexorably on the present. In another
example of this type of appropnation,
Corpenter has also mreprated a work
from Stephen Prina’s Exquisite Corpee:
The Comnpalete Pairtines of Mamet, Le
Hirleon (The Baleony) 1868, Jew de Pavirne,
Lonvwe, Parts, Apeal 7, roor, a cnalogue
of Manet's complete oeuvre, inte his
owvn exhabaiion.

Drunkenness and aleoholism are Laem
themses in Degas; they are crucial for
kippenberger. Carpenter’s paraphrases of
L'Alsanthe (The Absmthe Drinker), 1871-74,
fitake the point: Here the fgures—and
indeed the entire image—are submerged
in a blise haze as though the douding
effect of the drink were marerializing.
setiling over the are. Withow alcolol,
thes reinterpresation seems to say, there
it net much to project o, While o hand-
ful of the Degas parapheases have a pur-
possiully unrefined, rather wooden cifect,
others seem 1o approximate the “scns-
tive pamting™ so in demand these davs,
[regas is thus ar once profaned and
updated. Carpenter shows himself 1o be
directly implicated in the valee-creating
processes of the am marker, His woek is
hopelessly compromised; however, it still
inamts on the passibility of EOInE agains
the grain of conventional practices and
vadue judgments.

— lsalrelle Ciraep
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