Paropy anwk Arrrobprialioy IN Framols Picasia, Porp,
AND HicsMan M'ovee

Le is not the passion {whether of objects or subjects) for substances
that spraks 1o fetishisny, it i the passion fir the code, which, by
govermmyg both objects and subjects, and by subordimating them
w itself], delivers them up to abseract manipuladon. This is the
fondmental articulation of the ideological process: not in the pro-
Jection af alienated conscionsness into various superstrucrures, but
i the generalization at all Tevels of a stracaral code.

—feat) Bapddrifland, Ferishisi and [deology, (981

Al cultural practice appropriates alien or exotie, peripheral or absolete elemene
of discourse mto its changing idioms. The wodvations and criteria of selecion
Eor appropristion are Intricately connected with the momentiry driving forees ol
each enlonre’s dynmmics. They may mange from the crudese motves of mperl|

ist appropriation of tareign {cultural) wealth o the subtle procedures of histone

and seivnritic exploration. In aesthecic practice, appropriation may resull o

First pulshisesd i Aetfimroer, Barch 159652, ppo 3834



v Iy

MNED=AVANTGANDDE ARD LULTLEL EXDUS

Hearsptubgaine

Sigmar Polke, . o Hileere Feosen befilifen,” 4 ol 2 seres of 14 prans
after photographs of Polke and Chris Kohlhifer, 1965, Fdirow 1

Culerie oo Block, Beelin, Edinon of 30 hoxes,

FARDBDY AND ATPROFRIATION Iy Presria, Por. axp Fovrka

Haingsptann



TRRLR DAL R I O R L Lel P AR Sk B L S ' Fanony Asp Aperorniasior 18 Freanta, Por, avn Pocsr




Mro=Avarntuaning asi Correae Ivorsrey

authentic desire o question the listorical validity of 2 local, contemporary code
by linking it to a different sec of codes, such as previous styles, heterogencons
wonie sources, or o different modes of production and reception, Apprapria-
tron of historical models may be mativated by a desire to establish contnuite and
tracition andd a fiction of identicy, as well us originating fran 4 wish to attain und-
versal mastery of all codificaron svsteins,

I ies most fckle bue most powertul version—the discourse of fshion—
appropriation as a srategy of conunodity mnovation reveals its quintessential
function: to grant a semblance of historical identicy through ritalized con-
suinpricn, Each act of appropriation is a promise of mansformation: each act of
acipnsition antcipares the supposed ransubstantiation. Tt instead, it wenerares
and perpetuates reification. the malise appropristion promises to cure. The so-
cial behimvior of the contetnporary individual, defining itsellin the gridlack of de-
politicized consumption and consumerized politics, finds its mirror in the model
of the contemporary neo-avantgande artise,

Restricted by postwar Modernism to an artisuic practice cut off From socio-
political perspecoves and the production of vse value. che areist was condemned
to produce pure exchange value, A contemporary work’s capacity o gencrane
exchange value has become the ultimate gauge of its aesthede validin: The (U=
et ol style, 10 moch emerging contemporary painting, invalves a kind of secret
pact, between the producers and their audience, o accept the historical Timita-
tisns impased upon them and to abide by them in a futtle repetition of symbalic
liheration, This pact ot seyle tnplies the tacit understanding that, for a period of
e, very limited and precisely defined ser of operations en the pictornl sig-
nitier is gaecessible and permited. All other activites. different or deviane, are
temporarily excluded from public perception and suffer defear before they can
sequire culeural sanding,

The Modernise artist’s salation Trom socio-political practice has been
framed and legitimized m such ideological convepes as acsthetic autonomy and
fermalison, 1 has been continually ssaulted from wichin aesthetic practive iesell,

by artiits who lave appropriaced production procedures and magerials, con
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references, and mades of reception from the domain of so-called “low™ culiure

or fumss” onlture, introducing them into the discourse of “high™ enlrure, 7
range of historical wmd geographical privinces—from which the elements re-
quired for the generation of a particular culral coding system are extracted
changes as rapadly as the avant-garde’s need for innovative appropriation. A case
in paint is the shift from the late nincteenth-century mrerest in jupowisme to the
Cubists” discovery of art négre omly to be fullowed by the Surrealists’ subsequent
uncavering of yet another terrain of authentc primitivism on the way w chil-
dren's art and et bene. Frum finx bois to faux i, one discovers in each historical
instance of appropriation as much disguise as revelation. High art poses as low ar
sophisticated academic erudition poses as primury, unmediated expression; ex
change value poses s use value: contemporaneity (and exposure t very specific
current idealogical pressure] appears in the guise of 2 concern far universality and
timelessness. Every nme the avanc-garde appropriates elements from the dis-
courses of low, folk, or mass culture, it publicly denousces its own elitise isolation
and the obsolescence of ity inherited production procedures. Ulimarely, cach
such mstance of “bridgmg the gap berween artand life” as Robert Ravschenbery
famowsly put it, only reafficms the sability of the division because it renams
withm the context of high art. Each ace of cultural appropriation, therefore. con
suets a simulacrum ot a double negarion, denving the validicy of mdividual and
ariginal production, yet denving equally the relevance of the specific contest and
function of the work's own pracrice.

When Marcel Duchamp appropriated an industrially produced, gquotidian
objeet, in order to redefine the cognitive and epistemological seatus of the aes
thetic ahject, the prophetic vaice of Guillanme Apollingire rightfully hailed i
as the one artist who might possibly reconcile art and the peaple in the twenn
eth century:

However. this originl productivist dimension in Duchamps work— the
symbolic substimrion of we value objects for exhibition/exchange value—was
ulimacely lost in the works aceulturation process. The readyimade was reduesd

o philosaphical speculation on the episcemalogical stars of abjeces that fune-

(2]
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tion as sentiotic clements within an acsthetic structure. Almost fifty years later, at
the origin of American Pop arc, similar questions were addressed and the same
contradierions became apparent. When Robert Rauschenberg and Andy Warhol
mitroduced mechanically produced, *found” imagery into the high art discourse
of painting (by technological procedures of reproduction, such as the dye trans-
ler process and silksereen printing), gestural identicy and originality of exprossion
were repudiated. The very procedures that had concretized notions of creative
mvention and individual productivity i the preceding decade were now negted
it the mechanieal canstruction of the painting. Yet, wichin the subsequent ac-
culturarion process, these warks acquired a historical “meanimg” that entrely in-
verted their original intentions. They became the artistic masterpicees and fcons
of 1 decade that established a new viabilicy for the procedures of panting. This
occurred despite their radical assault on the ssolation of high art, their cririgue o
the rarefied, aurane stacus imposed on objects in acquiring exchange value, and
their denunciation of the obsolescence of artistic constructs orginating [ de
conditions of this isolated social prchee,

Each act of appropriation, therefore, inevitably construces a simulacmam of
double position, distinguishing high from low culrre, exchange value fron s
value, the individual from the soeial, It perperuates the separation of various cul
tural practices, and reatfirms the solation of individual proaducers from the colle
tive mtereses of the society within which they operite, It widens the IR TL ST ol
to bridges it ereates the conmadity it set our ro abolish. By becoming the property
of the "coltural.” it prevents the political from becoming real. Politically commi
ted praducens hecome sinaulaized and classified as “political artists, 10 oppositon
to Slormally™ oriented artises or “self™ and “expression” oriented artsts,

Thus, each act of apprapriation scens to realfinm precisely those conn
dictions it ser out ta eliminate, Parodistic appropriation reveals the divided i
ation of the individual in contemporary artistic praceice. The dividual s
claim the constitution of the self in original primary utterances, while ey
parnfully aware of the degree of detennination necessary b nsenbe the uiera e
e domivant conventions and rules of codification; reigning signifomg procn e

st be subverted and as deconstrection niost be placed i distribation svaten

WAl
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{the marker), a cireulation form (the commedity), and 2 cultural legitimation sys-

rem {the insttutions of art). All these double binds cancel owt the effect of avane-
garde interference within the signifving practice, and trn it into o renewed
legitimation of existing power structures. Parodistic appropriation anticipares the
failure of any accempr to subvert the ruling codification and allies itself, in ad-

vance, with the powers that will uldmazely e it deconstructive effores inw a

cultural success. lts seemingly radical denial of authorship, in fact, proposes a val-
untary submission Lo, and passive acceptance of, the hierarchical ordering svscems
of the code, the division of labar, and the alienation resulting from che work's
reification as 1 commadiry. It remans open whether those who pursue strategies
of paradistic appropriation know, in advance, that they will emerge vicoorious
from the game of selt-denial, omee they have been processed chrongh the rules of
culearal indusery. Or whether their apparent negation of subjectivity and author-
ship s ultimately ouly a deviee o encourige passive acceprance of the limitations
thar the idealogical molds of society hold for its subjects,

The dyversity and range of modes ofappropristion were already evident in
the first decade of this contury, when the original avanc-garde confronted che -
plications of the mass-produced objeet and its smpact on the auratic, sineiln
work of art, Ifwe compare Duchamp’s intraduction of use value abjects into the
sphere of exhibition/exchange value with the drawings and paintings of Francis
Ficabia's mechanical perind, the former seems, at first glance, to be fir more rd-
ical and consequential, Picabia’s parodistic appropriaton of the drwing stvle of
engineering plans and diagrams makes the linear, individual drawing gesture ap-
pear like the bluepring ofan alien conception that cancels out the preseoce of the
artistic auchar; et this parody remains encirely an the surfice of the picrorial con-
struct and within the confines of Moderist avant-garde pracice. From its very
meeption, Picabias ultimately conservative work imited itself 1o the dialectical
Justaposicon of parodistic mimicry asd likidingl reification, which operates
within the sienifying sysrem alone,

Eha the other hand, it is Duchamp radicalivy that seemingly breached the
confines of Modernist acsthetic practee, by actually exchanging the individually

crafied or painted sinulacrum for the real mass-produced abjeet m acoml space.

WAl
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Fraews Picabaa, The Chitd Carbieretor, 1919, O, enamel, meeallic paing, gold leaf,
peneil, and crayon on stained plywood, 495 % 395 in. Collection: The Solomon 14,
Cingpenheim Museum, New York, Photo: Rebert B, Mares.
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Paradoxically, it is the radicality of this solution—u petic bourgeois madicality, os
Lraniel Buren once called it—thar abliterates the ideological framework {the in-
stitution of the muscum and the discursive formations of pame-garde produc-
tion} determining the manipulation of the code. Inevitably, Picabia’s position,
which remains within the conventions and delimitations of the discourse (while
manipulating the codes in a parodistic fashion), is now, once again, the mare suc-
cessful and comfortable positdon lor artists wo assume.

Parody, as a mode of ultimate compliciey and secret reconciliation (o mode
in which the victim identifies itself voluncarily with its defear, in spite of its seem-
ingrly demolishing victory over the appressor’s codes by loghter), not enly gen-
erates 2 higher degree of analyrical precision in lmitmyg ieself to operatons upon
the signifying systent, but also generates a higher degree of historical anthentcicy,
in taking sides with the ruling ovder (it bathes in ideology, as Louis Althusser once
deseribed the condition of art in general). Its oppesite denies the exclusive valid-
ity of the system and its codification and insists upon the necessicy af transgress-
ing the hiscorical limitations in order to establish a dialectical relationship with
reealities existing outside afhigh art practice (such as Dochamp’s readymade con-
cept, Productivist ar, the theory of factography, and recent comterparary simate-
gies focusing on the inroduction of politeal and cridcal practice into aesthetic
discussion), Despite the apparent radicalivy and acrual eritical negation cha this
worrk provides, it most often fils w enrer the circuic of distribution, the modes of
viewing and reading established and mantained by institucions and audiences
alike. Uldmarely, inasnmuch as these aspects are all integral parts of artistic produc-
tion, such work therely paradoxically fails to change the practice of art,

What does it mean, theretore, when a cultural center that for thieoy vears
has almost programmatically ignored and rejected contemporary art on the Eu-
ropean continent, suddenly “discovers™ the “indigenons”™ cultural products of ity
satellices and recycles them into its present-day culeoeal life? 1s it historieal justice
that the current American interest in Buropean (specitically, Italian and Germany)
paineing marks a rediscovery of the coltural satonomy of the averseas provinees?
O does the expertise in raditional modes of meaning production, generally

attributed to Burope as o purvevor of oadiconally produced losury goods,

had
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revalidate and authenticate the “discovery™ of local representacional pamcong? |

dwarranty s needed for the authenticiry of historically obsolete pracrices within
ancadvanced context {cultural or socio-political), one may be found in “exoti-
cism,” the seruciure by which one linguage apprapriates clements from a foreign
orancient linguage (o recognize and ratonalize i own COMEIIIPOTANY 3Lavisms,
It is symptomatic of these situations that the proper criteria of evaluation, be-
longing o the coloural seandards of the appropriator as well as those inherent iy
the Iuggnage of the colonized culture, are not even recepmized. The primary
fnetion of this model is not to document the existence of alien rituals, males, or
practices, but to cast the local atavism into a historical or alien form, w authenti-
cate and valorize the local product. It is not surprising that in the present “dis-
covery”™ of Genman painting by the American market, neither the criteria of
quality thar have been developed within the North American contest itself are
applicd, nor are the “discovered” artsts those who actually plaved a significant
rele inartistic producnon in Evrape during the 19605 and 1970

Therefore, it is necessary o intraduce into the curreut {re)discovery of
ecarly 19604 Gernlan neo-Expressioniss painters ol minor interest {if we can call
the vigor of momentary needs ol taste and fashion “minor”) a figure whose body
al waork rom the 19605 and early 1970 i far more consequential for acoual pic-
torial thinking and production, and demonstrates a far more complex under-
standing of Modernist European and German art of those owo decades., Sigmur
Polke is an artist from ehe historical and geographical provinees of picture pro
duction. His work emerged m o sicuation marked by a kack of understanding and
neglect of it proper historical sources, and one thar had to apen itselfall che niore
to the dominance of American art. The impact of Dada and Duchamp, the po-
sitions of the Constructivises and Productivists, were not recognized and reinter-
prewed, in the Gernmn context, until the advent of Fluxus activides, embodied
i such figures as George Maciunas, For example, inoa Jerter weothe German

Fluxus arcise Tommas Sclunir, Maciumas wrope:

The goals of Fluxus are social (not aesthetich, Weologically, they re-

Lt tan those of the LEF group m 1929 i the Sovier Union, and they
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aim ar the gradual elimination of the fine arts. Therefore, Fluxus is
strictly against the art object as a dystunetional commaodity, whose
omly purpose is to be sald and to suppore the artist, Acbest, it can e
a wemporry pedagogical function and clarify how superfluous art
55 and how superfluous ulmately it is iself. | | . Sccondly, Fluxus is
against art as a medion and vehicle for the artiscs ego: the applicd arcs
st express objective problems which have 1o be solved, not the
artist’ individuality or ego. Therefore, Flusxus has a rendency woward

the spirit of the collecrive, toward anomymity and ant-imdividuadism.

I contrast, the present situation is marked by disillusiomment and skepti-
cisen tewward that progressive legacy of the Mademist rradidon. 1€ the first siou-
tion was one of maiverd, then the second is one of cynicisim. The varly beginnings
ofthe neo—avamtgarde's practices and the current conclusions (which “[stie] in the
thickets of long ago in Walter Benjamins phirase) seem to have congraent fea-
tures but they have different origing, S6ll, bath sitastions—le amazement i
onginally accompanied the discovery of the avant-garde and now, twenty vears
later, the eynical rejection and disbelicf—use parody as a thetorical mode for de-
nouncing the chims of a dommant Modernist ideclogy lacking validity today.

Inn the early 19605, when Polke (borm an 19413 stadied at the Diisseldort
Acadenty of Fine Arts (atler leaving East Germany in [933), West Gennany was
a culural wasteland. The viable indigenows activities of the Weimar Republic
had vet w be uncarthed from the rubble of the varous local mimicries af posi-
Surrenlist antomatist painting, Gennan variations of Tachisn aod [oformel paine-
g dominaced the academies. and the markets acention was sphic between
imports from the old avanegarde center, Paris. and the newly emerging doni-
mation of the New York School. Avant-garde culture was a foreign lmguage,
whase speakers had French. Tealian, or American names. This country that Tl
recently abandoned its own Modernist taditions Tad become an ideal province
for the importation of neo-avantgarde art, and now generated visual strategies of
parody il appropriation, gazing at the legacy of Modernsm from the ouside

while adapring to s lingistic standards theougl quotattan. The frst exlubiton
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Cwhich Polke participared took place in a rented butcher shop in Iisseldorfin
103, i grouped him with three other artists, One of then (then a close fricud
Palkest was Cerliard Rachter, who has sinee become known as a key Dipore in
i ronic deconstruction of painting by painting itself. From the very begin-
g Polke and Richier systematically opposed the inauchentic attempts of

cor- Expressionist painters such as Gearg Baselitz (who also began working and

chibiting in the early 1960s) to reestablish a local or national continuity of

snting, hut one thac mored those major developments in poventicth-century
werian art production after Expressionism that were just about o be rediscov-
ced i e second decade of the postwar period.

Polke and Richter, representing the second generation of the neo-
e in Eurape (ifwe consider Joseph Benys, Yves Klein, and Piero Man
it be the fiest). adopted strategies of appropriation, quotation, amel parady
Vo manner similar w that of the generation of American arnsts that had redis-
avered these stracegies as part of o more general understanding of the nplica-
airs of the works of the Dadasts, Labeled “Pop artists” Ruoy Liclitznstein, Andy
Carhiol, and their genertion faced the same historical dilemma as the Luropean
e avantgarde. The ser of prablems was not entirely differear from e ques-
o posed by the original avant-garde of the period between 1915 and 1425
e Blitant contradictions between mass culture and high culare: the extraordi
ary inpact of technical processes of reproduction e the noton of the unigue.
ratic works and the scemingly unbridgeable gap between the tsolated. elics
aactives of Tugh are production and its ulsmare powerlessness in attaining read-
Bility for mass audiences, In addition, the neo-avamgarde had to concend wath
e extranrdinary inerease in visual manipulaton bronghe abour by the rise of
eresing, plotagraphy. cinea, and television. The utopin, naive hopes for
swosible reconciliatian of the twa sphieres—which Tid inspired the weitings ol
Iy Touseran Produccivises amd the Surrealises, as well as the thearetical refections
o Walter Bemganin fwho was indebred w bothj—could no longer be o
winped adrer the war,

[t s no sueprise, then, thatwithin such o seemingly hermetically secured

ysbentn of proeduet propaganda and idealogical stratitication the mamipulinon of

il
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visnal signifiers—if they related w objects of realicy at all—was performed with

an attitude of camp and melanchaly, parody and inditference, vesignation and -

duleence, AL the same ame, a deeply rooted skepticism toward the validicy of the

continued production of isolated. high art activities marked the arritude and

stacements of this generation. When, for exanple, Lichtenstein talks about hisin-
terest in the iconography of the camic strip and Richrer ralks about his mrerest
in the iconagraphy of anmateur photography, bath artists refer to the sources that

seetn to protect their own artistic praduction from being instandly identitied with

being merely a high art practice, Crideism of such strategics as being pueely aflir-
iative of mass cultural manipulations, and glanotizing collective alienation, Eails
o sk the erucial questions these sorategies waise, and fails to recogmize the actual

place of these strategics within the eradition of owentizth-century art, Such ent-
wrstin also fails to take into account the context of the Modernist tradition as con-
temporary art’s praper historical framewo ek, which must be evaluated before ats
transgression of its own codes can be discussed. Therefore, it is not accidental
that, in the catly to mid-196s, arses such as Lichtenstem and Warhel inter-
changeably used fconic representations of objects from advertising and “low™
commodiry culnure as much as they did the ferish images from the catalogue of
mechanically reproduced works afhigh art. The same Laolds true for sucl Buro-
ean antists of the mid- o lare 1960s a5 Rachter, and, i a more Progrnatc,
parodistic fishion, for Polke.

In Germany at that time, Richter and Polke cheose the programuomce
stance of what they called *Capitalist Realism.” The profile af this stance became
most poignantly evident during Wichter's and Konrad Luegy Demonstration for
Capiralist Realism in Thisseldort (1963}, wlen, [or severl hours, the o artists
placed themselves—as living sculprures —in comfortable chairs on pedestals, n
ve Farnitnre sheweaom of a department store. The artists on disphy epitonized
this historical dilenmna bevween high ar practice and s culture, which started
with Duchamp and continues nght into the present. In Polke’s work of that pe-
vl this dialectic is coneretized in the constant juxtapositian of iconic appro
priations from low coloare and styliscic appropriacons [rom the sigeinifying

practices of ligh culwre, In his Targe group of “dot” paintings, prsduced

57
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Stgnar Polke, Dorifed (Kina), oo 1965, Gouache, white and black, on cardboard on

oy Lachrenstein, Porr of Madame Cézanne, 1962, Mhagrna on canvas, G8 = 56 1) = e _ ; opi g
paper, 29.5 x 27.5 em, Collection: Stidtisches Kunstmuseum, Bonn.

Conrtesy Leo Castelli Gallery, New York, Photo: Raudolph Burckhardr,




Sigrar Polke, Poreitof Lee Farey Ciald, 1963, Disvig with ben-diy-dior sereen
o s ’ .
Gowache, penecil, rubber stonp, and brosh on paper, Y48 6806 o, Courtesy of the

artist,

P =AYANTGARDE AND LULTURE IMNDUISTIRY

b

o

Pamary A SPFROPRIATION TE Pioanta, Fopr, anpe FOoLKE

between 1963 and 1969, Polke introduced mechanically generated iconic
schemes {found phorographs representing sterectypes of perception). These
were imposed on his iconic, chromartic, and compositional ordering principles of
a rigid, predetermined nature, and enabled him eo reftain from almose all “cre-
ative” decisions. Yet, this apparentdy total determination of icome representation
was negated by its actual construction and manual exccution in the painting pro-
cedure itself As in Jasper Johns's flag paintings and Lichrenstein’s and Richrer's
paintings of the carly 19605 {and in stark conerast to Warhol's production), @ach
pictﬂr‘ial LiL 15 111|:|jc1;|1m|5]§,r exccuted: critical balanee is maintined beoween the
mechanically mass-produced icons and the individually erafted brushsteoke, jus-
raposing reified code and subversive recodification. In much of this work, from
[auschenberg to Polke, the very nature of the procedure of manufacturing in-
dividual visval signs denies its own validicy as a process of individuation, by lin-
iting itself to a tighty controlled painterly exercise,

O the ather hand, in 2 group of cloch paintings Polke produced during the
same period, all of these principles are imverted. Whereas in the “dot™ paintings,
the particularization of the constinnent elements of the visual signifier decom-
posed the found figure into 2 molecular field, the “cloth™ paintings introduce
found marerials (black velvet, fake leopard skin, bhed sheets, cheap dhivoizerie silk)
as supports, Superimposed on grounds of deliviously bad taste, a5 in Pollee s s
tronant for cxample, we then find gestures of Modernist painting empried, nude
futile by parodistic repetition. Tn these paintings, cxpressive and constructive ges-
tures (a5 well as the self-referential brushstroke and the belabored denotative con-
tours of iconic representation) are often arbitrarily placed side by side, becoming
abbreviations of historical obsolescence and ostentatious stylistic incompetence,
They are reminiscent of the involuntary parodistic accumulation of picrorial seyles
in Jate Kandinsky or in early Abstract Expressionist work such as Hansg Hofianns,
in which antomatism, biomorphism, and geometric abstracton were juggled.

At this poing, ic might be worthwhile o remember that these were strate-
ies Picabia had fully developed by the 1920 We see sucoeeding sets of paro-
distic appropriacions in the various phases of his oeuvre: the carbon copy icons

of lis mechanical period, and the contour fixations of art historieal references in

il
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Sagnar Polke, Pofle als Alstronant, 1965, Acrvlic o comvas, 90 = 75 cm,
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his “transparency” serics of the mid-1920s {when he traced and tratled the au

thoritarian tendencies of retoar & Uordre Neoclassicismy), followed by his mimet
rendition of pornogrmphic imagery from cinematic ar product propagand
saurces all through the 19305 and into the early 1941, By that peint, Picabins
production had been overtaken by a compulsive rerurn to representation. the e

duction of the visual construct and of perceprual apprehension to ssolated scopi
acts af identifying and repeating outlined prefigurations. This regressive proces
corresponded ro the fascist violation of pulitical life, in which Picabia participated
as an artist {angd ultnaeely as 1 political subject).

MNowadays, the assthete newralization of the political confiice berween
high culture ad mass culture generates the demeaning pleasures of camp appro
priations. Bad taste and black velvet are used as supposedly subwersive antidotes
to the elitise solation of bourgeois easel painting and s wfralinguistic disputes
Yet it seerms that camp abwavs ultmarely sides with the paternal loa s der all dis-
cursive practices that attempt to resolve the confict of domination by disguising
their actual oppositional, historical idenriry in mockery althe ruling order. Asn
fashion, defined by Walter Benjamin as the “tiger’s leap into the pase that hap

s it arena which is commmanded by the ruling class.” the manipulation ol 3
) L F

cade i stylistic rerms alone never leads the transgression of the cade,

guage annd s con

Successfully entering the symbohe order of acstheric Ly
ventions, a given style 1s instanely recognized, commedified, and mcated, B
the highly overdetermined langnage conventions of Modernistart practice Al
only for a limited number of meaning operations within Modermsms e

wark; amang them are appropriation and quotation, parady and mimicry. Ap

11|'L'~|'|1|'i;|_{'i|;:.||_ of _-»'.L:.,'Jr_‘ [unctions as an ;?|'|'|:)i|.|'._'ll":{. [t Sl’[if'.‘]‘__;' delineated, gresture ol
symbolic subversion ol the original code of the style. To remain recog) eable, o
to be deciphered as parody, the simulacrum has wo follow the outlme of the code
and must altimately remain within ies mits, However. the relationship between
the two structures of codification justaposed 10 a parody can vary from tauta

logical 1o dialectical, and the mode of quotation established with the eheor,
which quotes from them, can tange from undulaing, ormamental parapliviess o

negation of the validiey of the coding conventian ise|E

i b



Met=Avamraamne ann Cure UE lepusrny

As previously noted, 1 given stvle is the teit ideological handshake between
M anthor and the insticutions thar control the delinition and distribucion of cul-
tural meaning, Thus svle, as dhe very model of individual identity, ends up being
atoal for producing instant cultueal alicnation. Tlhe rigor with which a culture hias
tor protect its lerarchical order and privileges determines the dewree to which its
At will be sevlized and the range of stylistic options that will be admissible, The
cynical quotation of the historical limications of particular sivlistic pracuce woday
futicnions s a reassurance for the validity of that practice, Much paredistic appro-
priafion of seyle denies the speaker’s presenee and his or her role in atempting
revedl the obsolescence of the discourse. This Paradistic speech borders an sryle
only to negace seyle’ validiey. Parady of style. howeser, s not a reliable position.
Its ambiguity and balinee ean be tilted ac Ay moatient, and it can easily tum from
subversive mimicry ro obedience. The mode of parody denies the notion of indi-
viduality as private property, which the practice of sevle i much other contem-
POREY att production secins to sugeese. In fce, parcdistic apprapriation migh
ultimately deny the validity of are practice as individuation altogether,

Theretare, the histarical place of Polke’s work is 4e i Juncrure (as was chat
of late Picabia) and emerpes from o moment when the credibility of Madermisan
151 shambles, and i Gilure and obsolescence have beconie all too obvious. Bur
this Fatlure is dicraced by the violenes ol political and economic conditions, not
by individual or acsthetie cireumstanees, 1 we Joak at parody from the ourside,
from 4 perspective that has left behind the field ol petry Modernist jokes, which
are duplicated by each gencrarion thac spirals along the cul-de-sac of Modernism.
then its work lnoks clownish, enslaved, and despandent i appoars to be lost in
desuctade. If we look ac parody from the juside, however, it seems to perform
iberation with subversive vigar; it seems o bastle successfully against the han-
ing spirits of flse consciousness that the socio-culuea] practice of visual mean-
iy production—once dgholly called “Modernis art"—nowadays releases.
What it Bils to elain is the historical aption of o perspective thar Tooks at Mod-
ernisim from the outsade. one that nsises on recouciling hoth the individuals con-
stitution o Janguage and idealogy, and a foundation in material procluction and

pralitical conseionsmess,

Ll

READYMADE, PHOTOGRAPLLY. AND PAINTING 13 T11
ParwTing OF Guraann RicuTog

Ol sees here thae solipsism, carried o extremes, coincides with

realisig.

— Lol itipesesteiy

In the field of paincing, there is hardly anyone today whe would not sy tha
painting is merely about painting, nothing elbe. Talk abour pameing only
refers back o the speaker. who dovs nor use the languase of the patiner, sl
has painted and then remained silent, That painting 15 paintnge, amd o ok
abeut painting has no meaning ourside of ieself, might be an admissible view
pnt ific did nor inply that painting can have nothing 1o sav. bur can only he
“painting.”

Here, s in other disciphnes, such empirico-critical positnosm overlooks
conspieuans fact: mamely, that its acquiescence w such o viewpoing s connter

fi s o interests. The painting of Gerhard Richter acrually provokes s

Fiest published m Gevband Ridte, exl can, e, D] Aladic (Pariss Musce Manioal o Ar

Maderne, 1977 pp. 11-34,



