


Doors of
‘ereeption

Tellar Door (Once is
Always Twice)

Mixed media

The multi-faceted
exhibitions of French
artist Loris Gréaud
reward leaps of faith
with wild flights of the
imagination

by Vivian Rebberg

Loris Gréaud’s much lauded exhibition ‘Silence Goes
More Quickly When Played Backwards!, held at Le
Plateaw/Frac-lle-de France, Paris, [n 2005, secured the
French artist’s reputation as something of an art/science
technology wunderkind, as Buent in the langunges of
conceptualism as he is at navigating ihe complexity and
plurality of ‘the post-medium condition’.! Those who
wire present ab the opendng still wax rhapsodie aboul
the three-hour drum set played by artist/musician Gael
Al s (also known as Man-Eater Orchestra), the energy
of which was converted into electrieity to partially light
the show. Gréaud is not one to be outdone, even by
himsell, so when Mare-Olivier Waliler, the dircetor of the
Palais de Tokyo, invited him to mount his second major
solo show in Paris in just three years, he approached the
invitation as an experiment, He scheduled an appoint
ment with a neurologist foran electroencephalogram
(EEG) and, once attached to the electrodes, gol to think-
ing about hiz proposal, 'Cellar Door'. It turns out there
was a ol to mull over,

‘Cellar Door', words J.RR. Tolkien singled out for
their inherent beauty in his 1955 text ‘English and ‘Welsh'
would encompass the following: a television commercial
internel teaser for Celador, lavourless button-shaped
gummy sweets sold in striped cellophane bags, whose
clever marketing slogan is ‘A Taste of HHusion's o libretto
entitled Cellar Door: An Opera i Almost One Act, written
by Raimunedas Maladauskas and Auron Schuster; and
said opera. For which the music was composed and con-
ducted by Thomas Roussel and performed by soprano
Marie Devellereau and the Radio France Philharmonic
Orehestra at the Palais de Tokyo (a further performance
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studio’s omnipresence begs the question
tion — with all the symbolic and historical baggage that involves
amount o a retreat o an outdated notion of studio-based artistic
ereativity or a latent eritique of post=studio art practice? Or does
positing the studio as the spatially and temporally displaced origin
of his work in fact enable him to relieve some of the pressures of an
hich the ¢

*ption?
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sculpture consists of two bulbs in trim sockets
attached to a vintage:style teardrop counterwe
ike fireflies captured in glass jars to the frequency of Gréaud's brain-
waves, supposedly translated from th nied recording of his E

IF the most common illustration of a bright idea is a light bulb switch-
Ing on, Gréaud's practice persistently stresses the fragile, evanescent
nature of individual ereative thinking, particularly through his cus-
tomary collaborative and co-authorial working method, central to the
production of all of the works mentioned above, by which he oceupies

the position of transceiver, tossing out ideas and letting others run

with them and recuperating those that suit his purpose.
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Granted the entire 43,000 square feet of the Palais de Tokyo's ground
floor, he transformed the steipped interior of the 1937 building by
organizing the space into chinroscuro areas called "bubbles’, which
either constituted works or contained them

Mhe conceptual rafson d'étre for these space bublles is a vital epi

sode in the Cellar Door libretto: ‘Seene 4, in which black champagne
bubbles fizz and pop while two main characters, Bucky Wonka (after
Buckminster Fuller and Willy Wonka) and the Singer debate the
philosophical implications of possibility and impossibility, while the
music of multiplying rooms’ plays all around.* Sound obscure? It
gsomehow makes beautiful sense when you see the passage spatialized
18-a mige-en-abyme in the three quasi-identical black and white rooms
Gréaud installed at the ICA, but perhaps only if vou have read the
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vinyl automatic door that whooshes up to uncover Li Bulle Studio
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Malasauskas and Schuster’s opera

libretto, seemingly inspired by

science fiction, children’s tales,
nonsense, surrealism, philosophy

and hints of autobiography, is essential
to understanding Gréaud's project.
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Gréaud claims his favourite exhibitions are the ones he has nol
seen, but has only heard about, and has repeatedly insisted that his
exhibitions should not be pereeived as ends in themselves.s Exhibi
tions, like images, matter only insofar as they produce unprediciable
effects or serve as matrices lor all sorts of creations, interpretations
and failures. This may seem far-fetched, given the effort and expense
this project entails, but Gréaud convincingly drives his point home in
formal terms by integrating the possibility for the whole thing to g
up in Hames before our eyes, Extending into the furthest reaches of
the Palais de Tokyo, a spooky devastated forest of bare sculpted trees
(La Budle Forét de poudre i canon, The Gunpowder Forest Bubble, 2008)
iz lit by a mammoth inflatable moon, whose colour mutates from
pure white to ominous red. Each tree is coated with a gunpowder
mixture, and the woods are installed dangerously close to a vertical
will picee made from curved rows of fluorescent tubes filled with
propane (An Hlusion of Explosion/I vhlosion of Hlusion, 2008). Tucked
way in the back, Gréaud's Blm Untitled (Dark Stde) (2006), housed ina

gleaming white lacquered pod on four legs, plays for the empty space,
1

1 automatically switches off as soon as a visitor approaches.

There is an undeniable prankster-ish undertone to much of
Greaud's work, including his recent “Vanishing References Portrait
Series’ (2007-8), painted with invisible ink, which pays homage
to his numerous artistic heroes, including Marcel Duchamp and
Buckminster Fuller. This playfully nihilistic attitude toward his
sors grates on some of his eritics. However, it would be an
error to take his incessant flaunting of the possibility thal an art

prec lece:

(including his recourse to a return to the studio), In this day and age,
when art and its producers have little hope of surviving outside the
reach of the cultural industrial complex, Gréaud reminds us, and not
withoul melancholic irony, that in ovder for them to keep us
enchanted, we have to be willing to take a leap of faith,

Vivian Rebberg is Chair of Liberal Studies and teaches modern and
contemporary art bistory al Parsons Paris School of Art & Design
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