





View of Michael
Krebber's altered
windsurfing
boards, all 2008;
at Greene Naftall.

tation, this scene is replaced with a
melange of narrative imagery from
Rene's life, including portraits of his
wife and children. (Dzine retains an
original depiction of a bare-breasted
seductress in a rhinestone G-string
on the underside of the trunk lid.)
Other artists have also made use
of the lowrider esthetic, for example
Chicano artist Rubén Ortiz-Torres, as
in his recent customized scissor lift
(2008), and artists Ruben Ochoa and
Marco Rios, who crafted angled. cof-
fins that mimic the position of seated
automobile passengers and are outfit-
ted with speaker boxes (2005-06). By
contrast with Ochoa and Rios's criti-
cal stance, Dzine brings an outsider’s
veneration to the pastime. Although
the lowrider esthetic suggests a life-
style of extravagance and woman-
izing, here the sincerity of the craft
resounds more than its gaudiness.
—Stephanie Gonzalez-Turner

MICHAEL KREBBER

GREENE NAFTALI

Michael Krebber's recent exhibition
opened one day after the much-
ballyhooed Damien Hirst sale at
Sotheby's in September—mere hap-
penstance, though it seems to have
conditioned some responses to the
show, perhaps including my own. The
main rooms at Greene Naftali were
installed with 14 commercial windsurf-
ing boards that had been neatly sliced

into three to nine sections apiece. A
few of the segmented boards, slightly
buckling, were placed on the floor,
but most of them were wall-mounted
nearly end to end at exactly the same
height. On the white walls, the spaces
between the slices were an identical

few inches in width. The boards were
all different models, making for a range
of colors and patterns, but any excite-
ment in that regard was held in check
by the boards' utterly regular segmen-
tation and display, which was minimal-
ist, Judd-like. The overall impression
was of homogeneity and ellipsis, such
that, though over-hung in the manner

. of many galleries in Chelsea these

days, the rooms felt strangely empty.
The other part of the show was
in a smaller gallery that was in fact
nearly empty but for five small, naively
rendered pencil-and-pen sketches
on paper (dated 2002), framed and
hung close to one another on one
wall. Four of them each presented a
three-quarter portrait of a friend of the
artist; the fifth depicted a church with a
jutting steeple. | had to laugh: the friend
has a big nose, and the steeple pro-
vided a droll riff on that outsize feature.
Krebber is not an artist given to
accident; his exhibitions are always
slyly conceived. As oblique as the
rest of Krebber's shows, this one
added another layer of arcana to his
total enterprise. They differ sub-
stantially, one to the next, and often
extend beyond the walls in ephemera

or actions after the fact. While this
midcareer German conceptualist,
famously an assistant to the late
Martin Kippenberger and part of

his Cologne circle, remains coolly,
steadfastly, above the hermeneutical
fray, there is something unquestion-
ably seductive in his shows’ very
resistance to interpretation.

One critic noted that the shape of
the boards resembled that of a shark,
an allusion to Hirst, along with the
slicing. The market connection must
be made, but it seems to have more
to do with the banality of the show—
with the regularity of the cuts, which
mitigates the boards' uniqueness
and underscores their interchange-
ability—a basic characteristic of the
capitalist commodity. In this, the
show may be seen as a vivid com-
mentary on what art has become.

Of course, the cuts also place the
boards in the tradition of the altered
readymade—but one might say

that rather than turn manufactured
objects into art, as the readymade
does, the cuts turn them into art only
to return them to the status of com-
modities—as altered commodities,

a perverse twist. Somewhere in that
concatenation, the show took on life.
The fact that the drawings, with their
stupid visual pun, are so patently
handmade provides a foil to the slick-
ness of the main rooms—a reduction
to absurdity, the final stronghold of
the artist's unalienated labor.



