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GRÉAUD
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STUDIO VISIT AND PORTRAIT BY ROBERT LAKOW

WHITEWALL 87

11 Loris Greaud_ny.indd 87

KYMC

5/16/13 6:36 PM

11 Loris Greaud for CE_87.pgs

05.16.13-18:01

WHITEWALL 88

From microscopic sculptures presented without any magnification (Why Is a Raven
Like a Writing Desk?, 2006) to a 55-foot habitable model of a sperm whale (The
Geppetto Pavilion, 2011), Loris Gréaud’s work commands attention at any scale.
Over the past decade, the 33-year-old artist’s fascination with science, music, and
technology has led him to collaborate with specialists ranging from MIT marine
biologists and French pyrotechnicians to the Radio France philharmonic orchestra
and Sonic Youth’s Lee Ranaldo. With the help of two powerhouse galleries — he
has worked with Yvon Lambert since 2006 and joined The Pace Gallery in 2011
— Gréaud has landed his work in such prominent private collections as those of
Bernard Arnault, François Pinault, Donald and Mera Rubell, and Martin Z. Margulies.
Gréaud cemented his wunderkind status in 2008, when over 70,000 visitors
flocked to see his exhibition “Cellar Door,” the first solo show to take over the
entire 40,000-square-foot exhibition space in Paris’s Palais de Tokyo
Tokyo. This year,
Gréaud can add another historic achievement to his résumé when he becomes
the first artist to have a joint exhibition at the Centre Pompidou and the Musée
du Louvre. From inside his “dream factory” — a super-sleek, custom-designed
studio/showroom in a residential Paris suburb — Gréaud spoke to Whitewall
about his recent projects, including a hip-hop concert at the bottom of the sea.
Previous spread: The New Set of Possibilities, 2011.
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Opposite page: Detail of No More Fiction of Nuance, 2010.
This page: Detail of The New Set of Possibilities, 2011.
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Clockwise from top left:
Loris Gréaud
The Merzball Pavilion
2008

Loris Gréaud
The Geppetto Pavilion
2011

With DGZ Research

Photo by Minsk Studio, Fahd

Photo by Olivier Pasqual

El Jaoudi

© Loris Gréaud / GREAUDSTUDIO,
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Galerie Yvon Lambert, Paris

Pace Gallery, New-York

Loris Gréaud
The Neon Bubble
2008

Loris Gréaud
The Forest Bubble
2008

Photo by Olivier Pasqual

Photo by ORCH orsenigo_che-

© Loris Gréaud / GREAUDSTUDIO,

mollo

Galerie Yvon Lambert, Paris

© Loris Gréaud /
GREAUDSTUDIO, Palazzo

Loris Gréaud
The Shadow Bubble
2008

Grassi, Venezia

Photo by Olivier Pasqual
© Loris Gréaud / GREAUDSTUDIO,
Galerie Yvon Lambert, Paris
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WHITEWALL: You built your studio on the outskirts of Paris, near where you
grew up. How long have you been working here, and why was it important
for you to set yourself up in Eaubonne?

LORIS GRÉAUD: I’m a suburban kid, for sure. And I also really like the idea
of la périphérique — the ring road that separates this middle-class neighborhood from Paris. The construction of the studio itself was part of an art
project, “Cellar Door,” which spanned six years. The idea was to create an architecture that would, in turn, transform my activity. No artworks are physically produced in the studio, but we design the projects here and there is a
showroom downstairs. I realized that I wasn’t ever living with my own work.
It really makes a difference to spend a couple of months with the new pieces
before they are installed and displayed where they are meant to be. I rent
a space to do all the dirty stuff, but I wanted this studio to be a super-clean
and welcoming space where everyone can see each other and exchange ideas.
We’ve been working inside for a bit more than 12 months and it’s still not
completely done.
WW: So the studio was born out of your “Cellar Door” exhibition, which
opened at Palais de Tokyo in 2008 and traveled to the ICA in London and the
Kunsthalle St. Gallen in Switzerland?
LG: Yes, we began the architectural plans at the same time we started to make
the score of the opera [Cellar Door: An Opera in Almost One Act, 2008].
The idea was to create equivalence between the music and the architecture.
It was supposed to be a nine-month construction in Eaubonne, but it took
three years. Construction always takes longer than you expect. But I love
how it’s working. I mean, the fact that right now we are here in the studio
talking about “Cellar Door,” the main goal of which was to have a studio for

LG: The presidents of the Louvre and the Centre Pompidou wanted to do
something together — a single project across the two museums. They were
considering several artists and at a certain point they called and asked what
,WKRXJKWRIWKHLGHD,WKRXJKWLWVRXQGHGJUHDW,WLVDKLVWRULFDO¿UVWDQG,
like this challenge, but before I signed on I had a few requests for the show.
I didn’t want to use a regular exhibition space, I wanted the show to be free,
and I wanted the work to be at the center of each museum. I’m not supposed
to talk about the exhibition too much, but I can tell you that these requests
were all met and there will be two sculptures. In the Pompidou the work will
be in the lobby, starting at the “Forum -1” level and reaching up to the ceiling. In the Louvre the sculpture will be installed just under the pyramid, on a
pedestal. The title of the show is intentionally hard to say; it’s a symbol written with a lowercase “i” in closed parentheses: [i]. It’s paradoxical because
“i” of course is me — as in myself — but “i” also represents the “imaginary
number” in mathematics, so that is something very far from myself.
WW: Do the two sculptures relate or dialogue in any way?
LG: They’re really different, but that’s what I wanted. The show will not
have a proper — for lack of a better word — “mediation.” So it will be
opaque, but at the same time it’s quite direct. Working with the two curators, Michel Gauthier and Marie-Laure Bernadac, our goal was to make
something that was direct, but that wouldn’t fall into the category of “Pop.”
Both works activate and dialogue with the spaces in which they are installed.
The piece at the Centre Pompidou will steal certain aspects of Renzo Piano’s architecture. The one at the Louvre will deal directly with statuaire
in terms of the notion of unveiling a statue and inaugurating a work of art.
WW: Should we expect a certain amount of institutional critique from the show?

“II WANTED TO SEE HOW THE CREATURES WOULD REACT IF I PUT ON A HIP-HOP CONCERT AT
THE BOTTOM OF THE OCEAN. I WORKED WITH LOTS OF SCIENTISTS AND SPECIALISTS TO
HAPPEN
RESEARCH THE IDEA AND MAKE THE EXPERIMENT HAPPEN”
exchanging thoughts and ideas. “Cellar Door” is really two things at once —
it’s the architecture as well as the idea of the “dreaming workshop” described
in the opera’s libretto.

WW: The“Cellar Door” exhibition spread over 40,000 square feet and brought
70,000 visitors to the Palais de Tokyo. That’s an average of over 1,100 visitors
per day that the show was open. How do you follow up such a huge debut?

LG: The fact that the exhibition is free is kind of a double bind: It’s open to
all, but the viewer also can’t really choose to ignore this project once he enters the institution. But for me it’s less about institutional critique and more a
FKDQFHWRWKLQNDERXWDYHU\VSHFL¿FDQGVSHFLDOLQYLWDWLRQ²WKHUHTXHVWWR
make a show with two major museums, one of which is the most visited museum in the world. It is a question of how to be dynamic with the proposition.

WW: In the past, you’ve teamed up with other artists — musicians like Sonic
LG: I like the idea of la surenchère — continually raising the bar. I always
want to push forward and push myself. With “The Unplayed Notes” exhibitions at Pace and at Yvon Lambert [2012], I was pushing each gallery to its
maximum in terms of everything. This is not to say, however, that this is the
aesthetic purpose of my work. The main idea is that the project alone possesses authority. By this I mean that the rules should come only from the
artwork itself and that everything else (economic factors, timing, and so on)
must be organized around the idea.

Youth guitarist Lee Ranaldo and the hip-hop group Anti-Pop Consortium —
DQGKDYHDOVRHQOLVWHGVSHFLDOLVWVLQVFLHQWL¿F¿HOGVLQFOXGLQJPDULQHELRORJ\
DQGQHXURORJ\$UHWKHUHDQ\FURVV¿OWUDWLRQV ,NQRZ\RXGRQ¶WQHFHVVDULO\
like the word “collaboration”) in the Pompidou/Louvre show?

LG: Even when it’s not a complete collaboration, but more of a space for
GLVFXVVLRQ,DPDOZD\VWU\LQJWRDQVZHUGLI¿FXOWTXHVWLRQVWKURXJKDQH[change of ideas. For the Centre Pompidou/Louvre show, yes, I’ve been in
talks with specialists, but I can’t reveal who yet!

WW: 7KLVVSULQJ\RXZLOOEHWKH¿UVWDUWLVWWRKDYHDGRXEOHH[KLELWLRQDWWKH
Centre Pompidou and the Musée du Louvre. How did this project come about? WW: You often create theatrical capsule environments within your exhibitions—for instance the “Shadow Bubbles” in “Cellar Door” or the Geppetto
Pavilion, an inhabitable structure you created for the 2011 Venice Biennale.
What is most challenging about conceptualizing work for such massive, wellknown, and typically very crowded spaces as the Louvre and Centre Pompidou?
LG: In this case it’s not possible create a bubble environment. I can, however,
create a mental environment and will use the idea of displacement as a way
to challenge the viewer. The way I prefer to work is closely related to the
cinema, in the sense that I like to have a script to follow. For the Geppetto
Pavilion the idea was to compile all the descriptions of Mocha Dick (who is
the whale in Moby Dick) and to use these various fantasies of the belly of the
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whale—an entanglement of references from the tale of Jonah to Pinocchio
— like a script. I didn’t just pop up with the idea of this whale. I needed to
¿QGWKHGHVFULSWLRQVWKDWVKRZHGPHKRZWRGHVLJQLWZKDWNLQGVRIFRORUVLW
VKRXOGKDYHZKDWWKHSRVLWLRQLQJZLOOEH7KHVFULSWZDVDFRPELQDWLRQRI
popular tales from all different cultures.

LG: I asked Anti-Pop Consortium to create a one-hour concert that we would

SOD\ IRU WKH FUHDWXUHV 7R EURDGFDVW WKH PXVLF ZH ODXQFKHG D K\GURSKRQH
IURPDVXEPDULQHVWDWLRQRIIWKHFRDVWRI7RXORQ)UDQFH7KHVFHQHV\RXVHH
DW WKH HQG RI WKH PRYLH²WKH XQGHUZDWHU ¿UHZRUNV²UHSUHVHQW WKH DFWXDO
ELROXPLQHVFHQW UHVSRQVH WR $3&¶V PXVLF 7KH VWRU\ RI The Snorks comes
EDFNWRWKHLGHDRIWKH³GUHDPIDFWRU\´&KDUORWWH5DPSOLQJZKRSOD\VPHLQ
WW: How many people signed up to spend 24 hours inside Geppetto Pavil- WKHPRYLHNHHSVDVNLQJDOORIWKHVHTXHVWLRQVDQGLW¶VXQFOHDULIVKH¶VGUHDPion’s whale belly?
LQJWKHVHTXHVWLRQVEXWWKHQZHVHHWKHPDOOEHLQJDQVZHUHGLQUHDOLW\
0HDQZKLOH'DYLG/\QFKLVOLVWLQJDOORIWKHVHLQFUHGLEOHIDFWVDERXWWKHERWLG:/RWV,WZDVIXOO\ERRNHGWKUHHGD\VDIWHUWKHRSHQLQJRIWKH%LHQQDOH tom of the ocean.
%XWQRERG\VSHQWKRXUV<RXORVHDOOVHQVHRIWLPHZKHQ\RXDUHDORQHLQ
WKHUH<RXKDYHQRZDWFKQRERRNQRSKRQHMXVWDEXWWRQWRSUHVVZKHQ WW: Where has the movie played since its premiere in Paris in 2012, and
\RXFDQ¶WVWDQGLWDQ\PRUHDQGZDQWWREHOHWRXW,WKLQNWKHORQJHVWVWD\ZDV what’s on the horizon?
KRXUV,WZDVP\VWXGLRPDQDJHUDFWXDOO\ZKRZDVMXVWUHDOO\WLUHGDQG
WRRNDORQJQDS,VSHQWDERXWPLQXWHVP\VHOIDQGWKDWZDVHQRXJK%XWLQ LG: The SnorksPRYLHZDVVXFKDVXFFHVVDWWKH0.WKHDWHUVLQ3DULVWKDW
9HQLFHDWWKDWWLPHLWZDVWKHFKHDSHVWSODFHWRVSHQGWKHQLJKW
WKH\DUHWDONLQJDERXWVFUHHQLQJLWDJDLQWRFRLQFLGHZLWKWKHRSHQLQJRIWKH
/RXYUH&HQWUH3RPSLGRXVKRZ,¶PUHDOO\KDSS\DERXWWKHIHHGEDFNZH¶YH
WW: Many of your works are withJRWWHQ QRW RQO\ IURP WKH DUW SUHVV
holding in a humorous way — whether
EXWDOVRLQWKHVSKHUHVRI¿OPDQGVFLit is flavorless candy, a TV monitor
HQFH7KHPRYLHZLOOEHGLVWULEXWHGLQ
that shuts itself off just as the viewer
/RQGRQLQ0DUFKZLWKDSUHPLHUHDW
approaches, or “nanosculptures”
WKH,&$,WZLOODOVRFRPHWR%HOJLXP
that are invisible to the human eye
&DQDGD DQG 1HZ <RUN $QG WKH OLYH
and displayed without a micromusic tour is continuing. APC played
scope. What’s funny about not being
DW/D*DvWp/\ULTXHLQ3DULVDWWKH&HQable to see (or taste!) the artwork?
WUH3RPSLGRXLQ0HW]7KHLPPHGLDWH
response from the audience during the
LG:,GRQ¶WUHDOO\NQRZDERXWWKLVLGHD
WRXULVVRPHWKLQJ,¶PQRWXVHGWREXW
RIFRPHG\EXW,WKLQNLQWKHFDVHV\RX
it’s really great. I like the fact that the
PHQWLRQHG LW¶V UHDOO\ DERXW LQVSLULQJ
project keeps evolving.
desire. Creating desire is really important and totally different from creating frustration. Desire is productive.
A movie that’s unfolding into the void
that then vanishes just as you approach
is a movie that the viewer must projHFW PHQWDOO\ 7KLV FUHDWHV VRPHWKLQJ
more productive than actually seeing
WKH¿OPLWVHOI7KHH[SHULHQFHRIHDWLQJ
tasteless candy is a similar paradigm.
:HSXVKHGLWWRWKHPD[E\PDNLQJDQ
ad and really playing up the commercialization in terms of design and packDJLQJ7KH³&HODGRU´FDQGLHVKDGWKHVH
UHDOO\ DFLGLF FRORUV ZKLFK PDNH \RX
H[SHFWDFHUWDLQWDVWH%XWLWZDVOHIWWR
WKHFRQVXPHUWRSURMHFWWKHÀDYRU7KH
ERXQGDU\ EHWZHHQ GHVLUH DQG IUXVWUDWLRQ LV UHDOO\ WHQXRXV VR , DP FDUHIXO
not to make things that are frustrating.

WW: An interesting ongoing project is
7KH 6QRUNV $ &RQFHUW IRU &UHDWXUHV
Can you describe the concept of the
concert and the film?

LG:%DVLFDOO\LWLVWKHUHYHUVHRI³&HOODU
'RRU´ LQ WKDW The Snorks LV D ¿FWLRQ
GRFXPHQWLQJUHDOLW\,VSHQWPRQWKVVKRRWLQJWKH¿OPZKLFKWHOOVWKHVWRU\RIPDNLQJDFRQFHUWVSHFL¿FDOO\IRUGHHSVHDFUHDWXUHVNQRZQWRUHVSRQG
WRVRXQGYLEUDWLRQVE\SURGXFLQJELROXPLQHVFHQFH,ZDQWHGWRVHHKRZWKH
FUHDWXUHVZRXOGUHDFWLI,SXWRQDKLSKRSFRQFHUWDWWKHERWWRPRIWKHRFHDQ
I worked with lots of scientists and specialists to research the idea and make
WKHH[SHULPHQWKDSSHQ)RUH[DPSOHUHVHDUFKHUVDW0,7¶V6HD*UDQW&ROOHJH
VKRZHGPHZKDWLWORRNVOLNHZKHQXQLFHOOXODURUJDQLVPVELROXPLQHVFH7R
PH LW UHVHPEOHG XQGHUZDWHU ¿UHZRUNV VR , PDGH WKLV YLVXDO OLQN EHWZHHQ
ZKDWFRXOGEHKDSSHQDWWKHGHSWKVRIRXURFHDQVDQGZKDWZHREVHUYHXSLQ
WKHVN\,IRXQGRXWWKDWELROXPLQHVFHQFHLVWKHPRVWFRPPRQODQJXDJHRQ
RXUSODQHWEXWWKDWZHNQRZOHVVDERXWZKDWJRHVRQDWWKHERWWRPRIWKHVHD
than on moon’s surface.

Detail of No More
Fiction of Nuance,
2010.

WW: How did you team up with Anti-Pop Consortium, David Lynch, and
Charlotte Rampling for the film?
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