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Glass act: Dan Graham's latest installation
offers a new perspective on Marseille

ART / 15 JUN 2015 / BY JAKE CIGAINERO

Dan Craham's latest exhibition, '‘Observatory/Playground;, is the final 10F 5

instalment in a trilogy of shows curated by French designer Ora-ito atop Le
Corbusier’s Cité Radieuse in Marseille



Graham’s almost phantom pavilions survive Le Corbusier as they blend in with 20F5S
the mod concrete curves and pillars. Photography: Sébastien Veronese

The structures teleport the surrounding cityscape sprawling out to sea and 30FS5S
mountains directly to the rooftop in faint hologram-like images reflected in the
pavilions' undulating glass. Photography: Sébastien Veronese



The private rooftop wading pool on one side of the MAMO makes the Cité
Radieuse a literal playground for inhabitants

Graham's pavilions expand that play area for resident children, as well as their
perspective on the city. Photography: Sébastien Veronese
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ADDRESS

MAMO

Centre d'art de la Cité
Radieuse

280 Boulevard Michelet
13008 Marseille

France

American artist Dan Graham's favourite Jean-Luc Godard film Two or Three
Things I Know About Her is set in an ancient city dotted with high-rise buildings.
So there's no venue more fitting than the Marseille Modulor (MAMO) to

unveil his latest pavilion installation. In the exhibition

final instalment in the trilogy of his 'first vision' for the space, which launched
in 2013 with Xavier Veilhan's homage to Le Corbusier. Daniel Buren took over

the rooftop last year with his black-and-white stripes in what Ora-Ito says was

an 'emancipation' from the imposing austerity of the building's modern
architecture.

When he decided to make the rooftop a public gallery rather than pursuing his
original plans of a private penthouse, Ora-Ito said he had to show artists with a
strong vision or risk MAMO falling flat. 'It's like putting someone in the arena
with lions,' he said. 'They would just get eaten by Le Corbusier. You cannot
escape Le Corbusier.'

Graham's almost phantom pavilions survive Le Corbusier as they blend in with
the mod concrete curves and pillars. The structures teleport the surrounding
cityscape sprawling out to sea and mountains directly to the rooftop in faint
hologram-like images reflected in the pavilions' undulating glass.

Graham said he was not a Le Corbusier fan at first, but grew to like his work.
He can rattle off astrological signs of actors, artists and architects and said that
Le Corbusier's Libra tendency to balance male and female aspects comes
through in his designs.

One pavilion is an existing structure originally submitted to and rejected by
the Bronx Botanical Gardens. Graham chose the other piece in the exhibition
to evoke waves. Seven models of his other designs - including his well-known
'Skateboard Pavilion' (1989) - and two films accompany the two full-size
structures.



Even though Graham has been making his glass and steel pavilion series since
the 1980s, well before today's social media explosion, the reflective walk-in
sculptures seem made for the modern vanity of the selfie. Despite the
funhouse mirror images begging for a quick snap, the pieces respectfully
demand the viewer to observe the scene morphing before them even if only to
slow down so as not to walk into the wall.

The private rooftop wading pool on one side of the MAMO makes the Cité
Radieuse a literal playground for inhabitants. Graham's pavilions expand that
play area for resident children, as well as their perspective on the city.

In October the wave pavilion will be installed at Place Vendéme in Paris
during FIAC, which is a much safer choice than last year's controversial

inflatable tree sculpture that provoked a physical assault on artist Paul

McCarthy and an early dismantling of the piece.

With Graham's exhibition closing MAMO's first cycle in September, Ora-Ito
promised surprises to come with a teasing mention of opening a new part of
the Cité Radieuse as part of plans to expand the gallery.



LISSON GALLERY

FT.com
5 May 2014

Hedge Two-Way Mirror Walkabout,
Metropolitan Museum, New York —
review

By Ariella Budick

A seriously charming and richly allusive installation has
appeared on the roof of the Met

Hedge Two-Way Mirror Walkabout' sits on the roof of the Metropolitan Museum in New York

he Metropolitan Museum’s remote rooftop garden has always offered savvy
T visitors respite from hall after hall of sublime majesty. Right now, it opens on to
an artificial-grass oasis that hovers like a magic carpet above the edge of Central
Park. Lawn chairs are temptingly scattered about. The view beckons. And off to one
side, a mirrored pavilion perches on its glowing patch of green, catching the
kaleidoscopic tumult of the city and playfully casting it back.

Dan Graham collaborated with landscape architect Giinther Vogt to transform the
Met's severe space into “Hedge Two-Way Mirror Walkabout”, a seriously charming
funhouse. It's a mind-bending piece of walk-in sculpture, a two-chambered bubble of
mirrored glass and steel that invites viewers to glimpse themselves in its reflective
surfaces. However we look at it, we see ourselves askew — here, sleekly thin; there,
grotesquely fat, mixed up with the people on the other side of the transparent wall
and a flickering melange of sky, leaves, buildings and passing clouds.



Graham’s rooftop pavilion teems with allusions. It
invokes, first of all, the extravagantly ornamental
structures — faux Greek temples, mock gothic ruins —

i designed as picturesque points of interest in
IN VISUAL ARTS 18th-century English gardens. At Stowe, Lord Cobham
Artangel installation at Van Gogh hid a “Temple of Ancient Virtue” among the

ISR MU KRR vegetation, honouring the greatest Greeks and

Building the Picture Architecture In— eypyressing his yearning for Hellenic antiquity. Graham

Italian Renaissance Painting,

National Gallery, London — review has fallen under a more modern version of the
Moore and more sculpture neoclassical spell: he finds inspiration in the
Indebted to Henry Moore stripped-down austerity of Mies van der Rohe’s

Barcelona Pavilion, which he admires both because it
was always meant to be temporary, and because it effectively blends vegetation and
reflective glass.

Graham has merged that picturesque fantasy with the midtown skyline. His twisty
mirror reflects the gleaming necklace of skyscrapers around Central Park, many of
them glass boxes in the spirit of Mies. Those ever-taller towers project an air of
elegant efficiency while offering excellent camouflage: the reflective facades of
high-rise headquarters and plutocrats’ pads provide their occupants with limitless
views yet shield them from observation. “Surveillance power is given to the corporate
tower,” as Graham notes in the catalogue. At the Met, he has created a miniature
office building with a diabolical twist. The architecture of corporate modernism was
developed to maximise productivity and embody egalitarian transparency, but
Graham’s glass geometries are deliberately labyrinthine and confusing, an exercise

in rationality gone nuts.

If his shiny glass-and-steel structure echoes midtown Manhattan’s extravagantly
vertical skyline, the emerald plot miniaturises the awesome expanse of the Great
Lawn, which unfolds just below the roof’s parapet. Graham plays off the idea of
Central Park as New York’s backyard, installing a high box hedge like those that
marked off the subdivisions of his youth.



Graham grew up across the Hudson River in New Jersey and he describes the
suburbs as “an ambivalent arcadia”. One of his most famous pieces is the 1967
“Homes for America”, a grid-like photo essay on the prefab insta-towns that
mushroomed along the peripheries of American cities. The houses look like
serialised containers by Donald Judd, though Graham christened them with such
allusive names as “The Sonata”, “The Serenade” and “The Nocturne”. In the generic
repetitiveness of suburban homes, he found the democratic promise of social
mobility. He recognises, though, that the orderly chequerboards of houses and lawns
can feel confining, even prison-like. The Met's rooftop hedge is an equivocal symbol.
“Good fences make good neighbours,” Robert Frost wrote, with more than a pinch of
irony. Here, Graham elaborates a similar idea, marking off boundaries between

properties that nobody owns.

His charming burst of greenery belongs to a long tradition of picturesque illusion,
intertwining artifice and nature. The landscape designers of the 18th century
groomed hillsides to look like paintings. In the 19th century, Frederick Law Olmsted
sculpted Central Park with that romantic example in mind. In the 20th, Kevin Roche,
the architect who for decades supervised the Met's expansions and renovations, also
designed the Ford Foundation Building, where great pillars enclose a verdant
paradise. And in the 21st, this Day-Glo clearing appears atop a museum that is both a
corporate intrusion into the urban wilderness and another kind of indoor Eden.

Graham has summed up this lineage by drawing an explicit analogy between the
urban museum and the bucolic estate: “Contemporary art museums function as
locations for romantic rendezvous, just as 18th-century landscape gardens
encouraged purposeful strolling, punctuated by pauses at pavilions and arbours.”
The Latin phrase for the country in the city is rus in urbe, and “Hedge Two-Way
Mirror Walkabout” is a fresh iteration of that old idea, spiced with subtle trickery. A
parody office sits on a synthetic lawn at the edge of a man-made wilderness in the
centre of a great metropolis. No wonder the reflections in its mirrors look so strange.
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SOCIAL SPACES

Dan Graham discusses sci-fi,
dance, model-making and the ‘just-past’
with Turkish artist Can Altay




INTERVIEW

CAN ALTAY My forst real appreciation of your work was ju Berlin
several pears apo, ke 1 cane aeross Elliptical Pavilion (1903] o the
Spree river.

DAN GRAHAM | first got the idea for that work when [ was walking along
the Spree: the elliptical form of the pavilion would be reflected in the water
next w the reflections of three new clliptical bulldings on the other bank,
But Kasper Kiinig, who had commissioned me, said no to the proposal,
because he wanted Per Kirkeby to make a work on that particular site,
Instead we made an artificial pond, but it didn't work as well; in the end,
the water had to be drained because people were pissing in it
CA When [ awent into that pavidion I was really amzed to see wirat i'd

Bens miissing — trat ersecial aspect of “being instde’ porr work.

DG Farly on, my gallery [John Daniels Gallery, New York, which Grabam
opened in 1964 ] showed artists like Sol LeWitt, Dan Flavin and Don
Judd, butat a certain point Feame out of Minimal art, In Minimal art
there is no inter-subjectivity, and my work came to be based on it, For
example, my work i also about how corporate buildings use two-way
mirrored glass in a one-way mirror situation. Two-way mirror-glass cuts
down the air conditioning costs because the reflective side deflects the
sun’s heat, but it also reflects the sky and so identifies the corporation
with the natural environment.

CA [t'salso a shift from the Moderuist ideal of transparency to a kind of
corporate idead of swrveilfance.

DG Yes, though the Modernist building’s transparency = which claimed to
show the transparency of the corporation’s operations — was an alibi.
The view of the people working on the ground floor was only of lower-
Tevel functionariess on the upper floors, people who had the power could
look down, usobserved, at the surrounding cityscape, which the corpo
ration dominates.
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“‘Dan Geahamy Beypond ', installation view,
Museum of Contemparary Art, Los Angeles,
2009

CA  Yourwork veguests a Rind of divelling in§ vather thaw i gazing wpos’
wiewers lave to go Inside to fully apprreciate ile alternating perception
It's always at human scale. While I'm not necessarily a humanist, | think
that your budy is so important, Minimal art was about instantaneous
present time — that was the 19605 idea. But 1 was more mterested in the
sun setting, clouds changing, as people moved their badies in time. So
that became a critique of Minimal art; time became important, Of course,
that was a litthe influenced by marijuana, but also by LaMonte Young’s
and Steve Reich's music and the idea of process or duration — Minimal
art was not durational,
CA  Late modern architectiore, and the etk awd growts of covporate cultire,
coineieeed with a very particidar mode of idanization and sewse of prebiic
spaces. Since the late 19905, when 1first started slorving way work in
Istanbued, the city has deen getting a seve skydine, expecially o a lenge strip
called the Bityiikdere Axis. They've been bieileing high-vise office Hocks,
wiich have geverated a so-called plaza cuitire, But the plasas here are
Ivadge-access corporate higie-vises. The buildings ahvays come frst in
Istanbwid; infrastrucize is morve like inter-strvctioe’ — life Jias to fill i the
gaps. Yourwork relates 1o the city botls as the immediare comtext for the
actieal work aud as a reference material.
My experience in seeing New York's shopping strects was very
important to me. When Lwas 14, Lread Jean-Paul Sartre’s Beiung and
Nothingness (1943) and 1 think my interest in the inter-subjective gaze
comes from his idea of the child’s ‘mirror stage” in terms of cities.
Showcase windows use ‘mirror stage’ optics: when you're loaking at
adisplay you see both the products and — on fragmented mirrors -
distorted images of yourself as an un-whaole body. A ghost image of
yoursell is displayed, superimposed on the product; if you buy the
product then you can become whole again,
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‘T'was interested in the sun setting, the clouds changing,
as people moved their bodies in time.
Dan Graham .

2ol

CA  That sounes very mech fike the imter-sulfectivity you were
Jne the eardy video works,

Walter Benjamin's idea of the Sjust-past” has been important o me. In

other words, you don’t have just the present time or neo-1960s, but an

extemded present time that is a continuation of the “just-past’

CA [fu 2008, 1did a picce at Platform Gearants in Istanind that was very
smevech related to this ldea. Over the course of several exivibitions, 1
reconfigiered and combsined wll tie exleibited works e one gadicey., So the
srerie sliowe ywosdd oper biet the ofed sSowes woseld <tild finger in the corner,
rowiag and growing. §ves workeng wiile extoraces and samples from
tlre warks by artists wiho were show as Gisted i e title of e pieve,
adoug with doceanentation of the ways in witich the artists themselves
nstaited threns, Bt it way ofpionsdy beconsing somectiving else; both the
exlibition and e exiibited weve being reconfigoed.

A piece that vou might not know 1 did was in an alternative space called

the Franklin Furnace in Solo. In the shoplront, 1 projected slides of

the entire exhibition space taken from the front window view of cvery

gallery exhibition concurrent with my show [1979].

At the time [ was very inspired by drug-influenced scicnee-fiction
writers such as Brian Aldiss, as well as by Gregory Bateson’s writing, espe-
cially his *double-blind” theory of schizophrenia, Bateson was married 1o
Margaret Mead, whose books on matriarchal socicties in primitive colture
Tread when Twas only 13, which is why Thecame a feminist. All of my
undocumented early video picces were about learning processes and pub-
lic access television. But I have one critigue about my work: it's very male
voyeuristic. And I'm a feminist, so 'm a little embarrassed about that,

C A Awotier thing about tive video-iased instadlations is that theey somehow

renind the viewer that they ave purt of u growp. Tie audience alvaps

Jorms @ group, o contingent commnnnify,
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In the carly w60s, & great influence on me was Anma Halprin®s dance growp
in San Franciseo, which was something like a psychologically therapeutic
hady workshop. The participants included Reich, Simone Forti, Robert
Morris, Bruce Nauman and Yvonne Rainer, The Halprin group was inter-
ested in the physical aspects of body movement but also in the dancers”
interactions in communal, social sitwations, Her workshop came out of 2
Kkind of carly, hippic communal, psychological mind set, Its influence came
10 New York through the transplanted San Franciscans, Reich and Richard
Serra, both of whom I met shortly after they arrived in the carly 705, When
I first met Richard, he told me that Simone's work was a big influence on
his sculpture, especially her use of gravity in human movement.
CA Do imterested in bow finction dasiies and/or overiaps with meawing.
1 deadwith this question a fot is my work, increasingly <o iu projects
such as PARK: bir ihtimal [rark: A Possibifity, zo10f, which involved
instadling the work of artists — fncheding Nils Norman and Ceren
Opkeiet — alongside collectively proviuced elemients in a park in Istanbil.
Sineilarly, my 2051 exhibition ar Casco i Utrecht was an iuvestigation
inta the city’s pedblic vy wwdnich resudted in a sed of proposals for
prosthesic additions fo existing monienients aud sculpisres, In these
projects, Tusaably go for sensi-fietionad or tightdy dysfiesctional
prograwining and settings, to pusi those overlays and to niake roons
Jor glitches and diserepancies.
When 1 had my gallery, my firstartist was LeWitt and my bero was
Flavin. They both worked as guards in “The Great Experiment: Russian
Art, 1863-1922" show IMuseum of Modern Art, New York, 1962], and
my work really comes out of the kind of quasi-functionality, quasi-
design of Constructivism. But Lalso like things thatare not one thing
or the other, Hybridity is a very important feature in my most recent
works, which function as a bridge bevween art and architecture.




CA  Yow ofien vwork: with modes in different senses, avd even siow DG
them as serdptures, § see model-making as a dual process:
owe side involves producing models that can be applicd or realized
ouar Larger soale; tire other 15 1o do witl building scale replicas
in maanageaide and yelatively controllable forms, which reguires
the extrense attention fownd ondy in entlnsiasts and lobbypists,

Tihis dual process fascimates mee becasese both sides involve
an intensity of inragenation, though eacl) faces in a completely
opypasite direction.

DG The first models 1 did were for my show at Oxford’s Museum

of Modern Art in 1978, 1'd scen an exhibition Leo Castelli

did of architectural models displayed as gallery art, and [ thought:

why shouldn't artists do models by architects which could

also be propaganda for projects that could actually be realized as

well as be art objects? For that show | made two kinds of models:

ane group were fantasies for suburban situations like Alferation [+

to @ Suburban Hotze 11978]; the others were propasals for

‘sculpture/pavilions” to be someday realized. The first time

[ made very cheap models, which d take ina suitcase and use

to convinee clients, For those first models, Iwould go

to hobby shops and so on.

CA Inrecent exthibitions pose 've shovwn model peavilions alongside
wideos of actual pavilions, I's that a wew way of making work over
tire pavilions, in a sense thiet builds a narrative of the experience
af the pavilion through more banman-scale representation?
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1
Dan Graham, Bcycle Minders
Pavilizn, 2008, imtallatize view
o port of Sroom Den Hasg
pubic ot progeet FietsB5tal,
The Hlsur

2
Dan Graham, Untitled,
201, two-way mirror glasy,
alumirew, celldore and MDF,
1070771 em
3
Can Altay, PARK: br ibermo!
(PARK: A Peasibduy), 2010,
installaticon view, Ngantay
Mackas Dimitrie Canterrar Park,
Istantul

a4
Can Alay, COHAB:
An Assembly of Spore Parts,
201, irazallation view,
Casce - Offizo for Art,
Detign and Theozry, Utrecht

Nicholas Logsdail, my Lisson dealer, suggested 1 should make models
af my pavilions which could function as saleable sculptures. [did this,
but in fact my work ks not exactly sculprure; the models don't really
replicate the situation of my work. My work is very site-specific = it's
about light conditions. Galleries can’t emulate outdoor light, So 10
change that impression | put a lot of effort into videotaping and editing
these videos, because it's the only way of il ming the work in temss of
its actual situation. People often misunderstand my work. For example,
Homes for America (1966-7) is not a sociological eritique of suburbla,
but a celebration of lower-middle-class suburban culture, Ina way,

I was making fun of standard sociological picees in magazines like
Esquire, which focus on the alienation of suburbia and are illustrated
by & serious ‘name’ photographer, Homes for Ameriea is also about the
suburban city plan as a basis for sicuating art,

CA Bt yoieve also dowe pavilions for indoor and nricseuns setfings.

With artists daing large- spectacle video projections, nobody is allowed
to relax and to spend time with the videos. But [ think people shoukd
actually lie down rather than stand up; they should spend alotof
time looking at videos in 2 relaxed, horizontal position, The stracture
for New Design for Skowing Videos [1993), for instance, is a labyrinth
using two-way mirror panels, whereby you can sce people seeing cther
videos and cach other, So it becomes part of the gallery and museum
design — It's quasi-functional. I wanted to change the Dia Foundation
iden of showing the one main work of art as a guasi-religious,
meditative experience.
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Architecture is completely
compliant, especially in the waysin which it
works with and for “Power”’

Can Altay

CA Jrivas imteresting ro hear oy pove talk abows tiwe commiissioning

Processes, e way poi work in respouse low fenil.

eo

& What [ like about being almost an architect, is that whatever comes
intothe s led office, you respond to = whether it’s corporate
or non-corporate or whatever it is,
CA There s alweys this sense
e resirvalngs,
& Well, that's architecture.

CA Lnmy apinion, arehitectiore is
sith aad for ‘power’ But, &
oom for fireseuce, or af least allow

-

0% hotel that was going out of business
wthor put a kind of "80s structure with a
th an top of it. There, the feeling in his

To save the
Roman peri

work isvery im
The ather person who uses body as a context is John Chamberlain
snheim show in New York, ina Frank Lloyd Wright

des!

For his Gu
building whose galleries are like a large topological Mdbius strip, he
pat in raw foam-rubber couches in the centre of the lobby, They were
for people to relax in while ather visitors gazed from the gallery levels
of their subjective pleasure, like a drug experience

an ohserys

Chamberlain is one of the most brilliant artists that [ know; he didso

many different kinds of things and he would still go on to do something else.

At least 15 percent of my works are failures, Most artists who are
successiul have perfected a falrly slick signature style. [ like artists who
experiment and don't mind failure. de

Can Altap is an artiss based bn Istaniud, Tiokey, Recent ex
“The Charcle Strees Pariners” Gazerte" at T
(2010), and *COMA
Netleerdands (2022). Forthconning projee
Lowdow, lawncling this summnicer.

1 Assembiy o

Dar Graluam s aned works in New York, USA, and fras wr

s on The Kin

artich
New Yok, USA, i 2
exhitised and realized commeissions alf aronnd the world, §i
Vewiee Bicwnale (1976,
and X (1972, 1977
Irave beew stagy
/

g anid 2005 ) and documenta

exh
Fstanbuel, Tarkey (i

o) He crrvently has aw exi at Lissow Gallerp, London, UK,

Aw carficr version of this comrerse assare 126 of the Tierkish

art jarerngd Sanat Diinyamaz.
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