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PHILIPPE PARRENO CREATES A PUBLIC RITUAL AT TATE MODER
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Watching from a rotating viewing space in H (N)Y PN(Y) OSIS (2015) at the Park Avenue Armory, New York. Photo:
Andrea Rossetti. © Philippe Parreno. Courtesy Pilar Corrias, Barbara Gladstone and Esther Schipper.
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As he takes on the Hyundai Commission in the Turbine Hall, the French artist on exhibitions as works of
art, why he dislikes the word “installation” and engaging with Londoners

ne of the most influential artists of his generation, French artist Philippe Parreno has made
his name over three decades by using a mind-boggling range of media to explore how art

can and should be experienced. He is known for working collaboratively with fellow artists
as well as set builders, digital technicians, film-makers, musicians, ventriloquists and a
cinematographer to make animations, films, sound works, light pieces—even an all-black garden—all
of which focus on the importance of treating the exhibition as a work of art in itself, rather than a
collection of discrete objects.

To say that Parreno challenges institutional conventions is an understatement. In his exhibitions
anything can happen: curtains can dance, light works operate like musical instruments or the
temperature of a space can plummet and a snowdrift appear. His many films include a reanimated
Japanese Manga character; 17 different cameras trained on the footballer Zinédine Zidane; a robot
programmed to write like Marilyn Monroe; and a recreation of the train journey carrying the body of
Robert Kennedy from New York to Washington.

Now, the Paris-based Parreno has been invited to create this year’s Hyundai Commission in the vast
industrial space of Tate Modern’s Turbine Hall, following in the footsteps of, among others, his
sometime collaborators Carsten Holler, Dominique Gonzalez-Foerster and Tino Sehgal. Speaking
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ahead of the opening of Anywhen in the Turbine Hall, he tells us how he approached the large-scale,
high-profile commission.

The Art Newspaper: Of the 16 artists who have been commissioned to make work in the Turbine
Hall, you are the first to visit the architects Herzog & de Meuron to talk about the space—why did
you do this and what did you discuss?

Philippe Parreno: Each time I do an exhibition I always like to question the nature of the space and its
history: what it is and what it was. Many art centres are buildings left over from the Industrial
Revolution that have been transformed into cultural centres—so there’s always a story to tell. This was
the case with the shows I did before in the Armory in New York and before that in the Palais de Tokyo
[in Paris]—all these spaces have a history. And I wanted to know about all that with the Turbine Hall,
but of course it is also well known as a building of [more recent] architecture, and so I thought it’s the
only case where I can actually meet the architect. I was very interested [in the fact] that it’s a public
space and that it’s free, and I wanted to know where that idea came from and how it was structured.
When I went to see Herzog & de Meuron they told me that the idea of the Turbine Hall as a free, open,
public space had been at the heart of the project from the very beginning and that was very useful for
me.

This year, with the opening of the adjacent Switch House, it is also the first time that the Turbine
Hall now connects with Tate Modern’s new building.

I also wanted to know from Herzog & de Meuron how the [Turbine Hall] has been transformed. One
thing that was a trigger for me was that Herzog & de Meuron not only thought of making a large
public space that was free, but they also made it even larger by digging down and making it higher. So
it was especially interesting that the verticality of the building was designed by the architect—it wasn't
like a found object. For me, that was the beginning of the scenario, and as you will see in the show I
use this verticality a lot: there are a lot of things that are coming up and down.



You’ve said that you thought of the Palais de Tokyo as a garden and New York’s Park Avenue

Armory as a city plaza—so how do you view the Turbine Hall?

For me the Turbine Hall is a public park. I took it as an English park, rather than a French park. It is
protected from the rain and it is a place where people hang around and play and eat and do things and
gather. The fact that it is free, and that people come in the morning and leave at night—I wanted to use
that as a journey. I thought it would be interesting to take that as a place where things are different in
the mornings to how they are at night. If you go to a park in the morning you will see trolleys with
babies and later people coming for lunch with their lunchboxes; then in the evening you may have a
banjo player, and at night the screening of a film. So I took it as a place where time can float and things
can come in and disappear: that’s the structure of the project, it’s a time project.

You consider an exhibition to be a medium in its own right and having a language of its own, with
the different components acting as props or adjuncts to make a composite experience. Is this the
case with the Turbine Hall?



Installation view of the
Hyundai Commission 2016:
Philippe Parreno, Anywhen
(until 2 April 2017). (Photo:
Tate Photography)

Yes, the project is absolutely a form, with a structure and a logic that obeys the rules of the space and
which exists at that moment, in that time and in that space, and which disappears afterwards. I think
about it as an automaton that works on a timeline of eight hours: it opens at ten and closes at six. So
when you open the doors the automaton starts to wake up and starts to produce its movement, and
when the sun declines and there’s less light you start to have another kind of atmosphere. So it is
linked to the sun and the way it comes into the building, and the way people use the building and the
way the building exists, inside and outside. It is never the same and it would be impossible to repeat
anywhere else. I like the fact that people can come in to the Turbine Hall in the morning and meet a
friend who went at the same time the day before and who will maybe have seen something completely
different. You may miss things, but that’s OK.

Your exhibitions are immersive experiences involving multiple elements yet you dislike the term
“installation”—why?

I started to hear this word when I was a student, and first of all, it's not nice word—it’s quite ugly. It
seems to say that there’s a form that we call “art” and then there’s something else we call “installation”
I've always been afraid of neologisms: why go looking for some other word than “exhibition” in the
first place? It’s really narrow-minded. When I started, people used to say to me that what I made wasn't
art and that I wasn't an artist because I worked in collaboration with other artists. So I will stick to
what it is: I am a visual artist and I try to engage art into rituals that are not necessarily coming from
the 19th century.

You have used the Indonesian gamelan as a metaphor for how you make exhibitions. Does this
apply to the Turbine Hall?

Yes. A gamelan is an ensemble of different percussion instruments, which are relevant as individual
objects, but when they come together they become a single instrument. To play it you need a lot of
musicians, but led by a single person, the dalang—a kind of spiritual leader who conducts and directs
the ensemble. So for me it was quite a good definition of an art object that on its own can occupy space
and is something quite decorative, and when it comes together with other objects then it becomes
performative again. When I first talked about the gamelan it was in connection with my Marquees [a
series of works dating from 2006 that explore space using light and the format of a marquee canopy]



but it is an interesting way to talk about my understanding of an exhibition—an exhibition is made out
of objects but these objects come together to produce more than their components.

You say your work addresses the public and not an audience—what’s the difference?

The main difference is that you can design an audience. An audience comes for something that you're
designing an event for, but the public is not expecting anything—they are just people, basically. A way
to evolve exhibitions is to stop thinking about the audience and to start considering the public.

So what do you want the public visitors to the Turbine Hall to experience?

[ want people to spend time with themselves and in the space and without expectations. If you spend
time in the space looking at things, you also spend time with yourself. 'm interested in trying to see if
we can find new forms of rituals for appreciating architecture, looking at moving pictures, hearing
sound and coming to see objects. I want to see if we can offer another type of possibility for engaging
with form and with people. W

o The Hyundai Commission: Philippe Parreno, Tate Modern, London, 4 October-2 April 2017, tate.org.uk
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Manga, football and opera: three of Parreno’s key works


http://theartnewspaper.com/features/philippe-parreno-a-public-ritual/?utm_source=daily_october4_2016&utm_medium=email&utm_campaign=email_daily#read_more_after

No Ghost just A Shell (1999-2003)

In 1999 Parreno and his fellow French artist Pierre Huyghe bought the copyright for the Japanese
manga character Annlee, for 4,600 yen from a clearing house for animated characters. They then
invited 15 fellow artists—including Liam Gillick, Rirkrit Tiravanija and Dominique Gonzalez-Foerster
—to “collaborate” with this bought-off-the-peg avatar. Described by Parreno as “a portrait of a dead
product’, in 2002 Annlee was eventually “set free” by Huyghe and Parreno by forming an independent
Annlee Association, which in effect transferred the copyright back to Annlee and required her
permission for future use of her likeness. This event was recorded in the 2002 film A Smile Without a
Cat, in which Annlee made her final appearance in a firework display over the ocean in Miami.



Zidane: A 21st Century Portrait (2006)
Made with Douglas Gordon, this 90-minute film is composed of real-time footage shot from 17

different cameras, each trained solely on the French midfielder Zinédine Zidane during an entire
match for Real Madrid against Villarreal. An intimate portrait filmed in front of tens of thousands of
spectators, and intercut with live footage from a television broadcast of the game, Zidane: a 21st
Century Portrait was presented as a multi-screen installation and released as a feature film. Parreno
describes what is probably his best known collaborative work as operating between “fiction and
documentary” and occupying a place “between a photograph and a painting, between a ready-made
and a sculpture”. The film score was by the Scottish band Mogwai.



Anywhere, Anywhere out of the world (2013)

Parreno was the first artist to fill the entirety of the colossal interior of the Palais de Tokyo in Paris,
which was open until midnight, six days a week. This exhibition-cum-gesamtkunstwerk marked a
significant watershed in Parreno’s conception of the exhibition as a complete work in its own right—or,
as he put it, “parallel events running throughout a promenade in a consistent Euclidean space”. This
enormous, constantly changing ensemble of films, robots, performances, light pieces and sculptural
works unfolded to Igor Stravinsky’s Petrushka, which was played throughout the space on scattered,
haunted pianolas, and which guided visitors through the exhibition. As Parreno puts it: “Producing an
exhibition is my studio practice.”

Digest: Parreno’s Journey to the Turbine Hall



Background: Born in Oran, Algeria, in 1964, Parreno grows up in Grenoble, the son of working-class
parents, his mother a house cleaner, his father a factory worker. He begins his higher education
studying maths, but switches to art, first at the Ecole des Beaux-Arts in Grenoble (1983-88), where he
meets Dominique Gonzalez-Foerster, and then at the Institute des Hautes Etudes en arts plastiques at
the Palais de Tokyo, Paris (1988-89). To earn money during his studies he assists various artists
including Lawrence Weiner and Daniel Buren when they make projects for Grenoble’s Le Magasin art
space.

Milestones: In 1996, Parreno features in Traffic, an exhibition that defines the artistic movement
known as Relational Aesthetics. In 1999, with Pierre Huyghe, Parreno purchases the Japanese Manga
character Annlee and inaugurates No Ghost Just a Shell, a collaborative project in which various artists
make work with the avatar. Zidane: a 21st Century Portrait, made by Parreno and Douglas Gordon,
premieres at the Cannes film festival in 2006. The following year, he directs and co-curates with Hans
Ulrich Obrist Il Tempo del Postino, a group exhibition of live performances for the Manchester
International Festival. In 2009 Parreno has solo shows at the Centre Georges Pompidou, Paris, the
Irish Museum of Modern Art, Dublin and the Kunsthalle in Ziirich. His first major London solo
exhibition opens at the Serpentine Gallery the following year. In 2012, Parreno presents two major
new films, Marilyn and C.H.Z. (Continuously Habitable Zones) at Fondation Beyeler, Basel. H {N)Y P
N(Y} OSIS, his first major US exhibition, opens in the monumental interior of Park Avenue Armory in
2015, as does Hypothesis at HangarBicocca in Milan, Parreno’s first survey exhibition in Italy. It was
curated by Andrea Lissoni, the curator of Parreno’s Tate Modern commission.

Represented by Pilar Corrias, London; Esther Schipper, Berlin; Gladstone Gallery, New York and
Brussels
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