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DAN GRAHAM WAS IN ISTANBUL FOR HIS FIRST
SOLO EXHIBITION AT PROTOCINEMA. THEY MET
WITH CAN ALTAY IN A CROWDED BACKYARD
CAFE IN CIHANGIR, TO TALK ABOUT CORPORATE
URBANISM, VOYEURISM, LANDSCAPE
TRADITIONS, THE “JUST-PAST” AS A HISTORICAL
CATEGORY, QUESTIONS OF HUMAN SCALE, THE
DUAL-FACETED ACT OF MODELMAKING, THE
OVERLAYING OF FUNCTION AND MEANING, AND
HOW NECESSARY IT IS TO BE INSIDE GRAHAM’S
WORK, RATHER THAN BEING FROM THE OUTSIDE
LOOKING IN. ISTANBUL WAS NOT ONLY THE
BACKDROP FOR THIS ENCOUNTER; IT WAS MORE
OF A FRAME-SPACE -NOT UNLIKE GRAHAM’S
PAVILLIONS- THAT SHAPED THE DISCUSSION.

% DAN GRAHAM %
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Dan Graham talks to Can Altay:
Cities, Models, People

Dan Graham Can Altay Soylesisi:
Kentler, Modeller, Insanlar

Can Altay: Sanatc¢1 arkadasim
Jeremiah Day’le Berlin’de ytriirken,
Handwerkskammer’in 6ntndeki
ELiPTiK PAVYON’a rastladigimda igle-
rinizin ne kadar giicli oldugunu ilk
defa gercekten idrak ettim.

Dan Graham: O ¢ok ilging bir
durumdu. Oras: bir enerji santrali,
bir Kraftwerk’ti ve Kaspar Konig'den
orayi sanatla bir nevi ortbas etmesi
istenmigti. Fikir aklima Spree Nehri
kenarinda yiriirken geldi, isin insan-
larin uzanip yattigr bir parkta olmasi-
n1 ve eliptik formunun yolun kargisin-
daki binalarin sudaki yansimalariyla
beraber yansimasini istedim. Bu bina-
lar eliptikti, ¢ctinkii 1990’1arin sirket
binalar1 daha kibar ve uysal goziike-
cekleri distincesiyle eliptik formlar
icermeye basglamisti. Bu, 1980’lerin
30’lar modernizminden esinlenmis
sirket binalarindan sonra gelen tarzdi.
Fakat Kasper yapitimi koymay1 oner-
digim yeri onaylamadi. Nehir kena-
rinda belirledigim yerde, benim yeri-
me Per Kirkeby’nin isinin olmasini
istedi. Bu yiizden biz de kendimiz bir
havuz yaparak yapay bir durum olus-
turduk, fakat cok da bagarili olamadik.

C.A.: Ve bu yapit ahsgap bir iskele-
nin tizerinde duruyor.
D.G.: Evet, aslinda i¢ginde su olmak

zorundaydi, fakat insanlar havuza
isedigi i¢in suyu da bosalttlar.

C.A.: Agikcas: yandaki bina bir
banka gibi goriindiigiinden, bu igin
sirket yapilarinin sinirlar icinde-
ki sozde kamusal mekanlar i¢in sipa-
ris edilen heykellerden ne fark: var
diye sordum kendime. Jeremiah bana
“iceri girmemi” s6yledi ve ne olduysa
o anda oldu! Kacirmis oldugum seyi,
isinizin “i¢inde olmanin” ne kadar
o6nemli oldugunu goriince gercekten
hayrete diigtim.

D.G.: Aslinda ben minimal sana-
tin i¢inden geldim. Sahibi oldugum
galeride Sol Lewitt, Dan Flavin ve
Don Judd gibi minimal sanatgilarin
eserlerini sergiliyorduk. Fakat mini-
mal sanatta 6zneler arasi iligkiye yer
yoktur, oysa benim isimin temeli-
ni 6zneler aras: iligkiler olugturmaya
baslamugt1. Tkinci olarak, sirket binala-
rninin tek yonli olarak kullandig cift
yonld aynali camlari, ben ayni anda
hem saydam hem de yansitic1 olarak
kullanabilecegimi fark ettim. Uciincii
olarak ise, bu yansima sayesinde
cift yonli aynali camlar bir gézet-
leme araci olarak kullanan kurum-
sal binalann ifade ettikleri seyi sorgu-
layabilecektim. Sanirim bu kurum-
sal ¢ift yonli aynalar Jimmy Carter

Can Altay: My first real appreciation
of your work happened in Berlin. We
were walking with my artist friend
Jeremiah Day and we came across
your piece, I guess in front of the
Handwerkskammer, the ELLIPTICAL
PAVILION.

Dan Graham: It was a very inte-
resting situation. It was the power
plant, a Kraftwerk, and Kasper Konig
was asked to have art there as a kind of
an alibi. I got the idea walking by the
Spree River and [ wanted the work to
be on a park where people would lie
down and be reflected on the water,
next to the reflections of the buildings
across the way. These buildings were
elliptical, because in the 90s, corpo-
rations started doing ellipses as they
are gentler and kinder; it was the next
style after the Neo-30’s cooperate
buildings of the 80s. But what happe-
ned was, Kasper said no to my propo-
sed siting; he wanted Kirkeby to place
his work in the site I selected by the
river. So we made an artificial situati-
on on a fake reflecting pond; it doesn’t
work so well.

C.A.: And it is placed on wooden
decks.

D.G.: Yes, it is very artificial. It
should have water. They took the
water away because people pissed on
it.

C.A.:Imustadmit the building the
work sat next to appeared like a bank,
and I was questioning what difference
it had to any sculpture commissioned
on corporate territory for so-called
public space. Jeremiah told me to “go



64 SANAT DUNYAMIZ 126

inside”, and that was actually when it
happened! I was really amazed to see
what I had been missing, that cruci-
al aspect of “being inside” your work.
D.G.: Ata certain point I came out
of Minimal art. My gallery showed
Minimal artists: Sol Lewitt, Dan
Flavin and Don Judd. Yet in Minimal
art there is no inter-subjectivity, and
my work became based on inter-
subjectivity. Secondly, it is about
corporate buildings using two-way
mirrored glass in a one-way mirror
situation, whereas I can make the glass
both transparent and reflective. And
third, with this reflection I can under-
cut corporate buildings which use
two-way mirrored glass as surveil-
lance. And I think when the corporate
two-way mirror came in it was during
the Jimmy Carter period. Jimmy actu-
ally was the first politician involved
in ecology in the world. He wanted
to cut down use of nuclear power and
he said we shouldn’t produce more

Dan Graham

From Boullée to Eternity

[Boullée’den Sonsuzluga]
2006-2007

Cift-yonlii ayna cam, paslanmaz celik cergeve |
Two-way mirror glass, stainless steel frame
10x8m
Porte de Versailles, Parise
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doéneminde ortaya ¢ikti. Jimmy aslin-
da diinyada ekoloji meselesiyle ilgile-
nen ilk siyaset¢iydi. Cevreyi kirletti-
gi icin nikleer enerjiye dayali madde
tretimini azaltmamiz gerektigini
soyliiyordu. Cift yonli aynali camlar
iklimlendirme masraflarini azaltiyor-
du clinkii camin yansitici tarafi giinesg
1518101 geri ceviriyor/yansitiyordu,
fakat bir yandan da binalar gokytiziina
yansitiyor ve kurumu/sirketi cevrey-
le 6zdeslestiriyordu. Bu da gézetleme-
nin ta kendisiydi ¢tinkii binanin igin-
deki insanlar digsaridakiler tarafindan
goriilmeden digariy1 gorebiliyorlardi.

C.A.: Bu galiba ayn1 zamanda
modernist bir geffaflik idealinden bir
tiir kurumsal gézetleme idealine bir
gecis anlamina geliyor, 6yle degil mi?

D.G.: Tastamam Oyle. Ve ben bu
seffaf cam cephelerin bilincindeydim.
Ama tabii modernist binalarin kuru-
mun/sirketin yaptigi isleri seffaf bir
sekilde digariya gosterdigi iddias1 bir
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tlr ortbas etmeydi. Digaridan bakan
insanlarin gérdiigli manzara zemin
katta calisan sekreterler gibi alt diizey
memurlardan ibaretti; yonetici-
lerin oldugu st katlardaki atrium-
lar ise gorilemiyordu. Giici ellerin-
de bulunduran en st kattaki insan-
lar digaridan gortilmeden alt katlara
ve sirketlerin egemen oldugu sehir
manzarasina tepeden bakabiliyordu.
Bu yiizden ge¢ dénem Mies Van
Der Rohe ofis kulelerine ve sirketleg-
mis ge¢ donem modernizmine getir-
digim elestiride Robert Venturi’nin
elestirisinden esinlenmistim. Venturi
vernakiiler alt-orta simif ve ticari
binalarin gercekligini modern civar
banliyélerin dokusunu olugturan bir
unsur olarak vurgulamak istemisgti.
1978’de yaptigim ALTERATION TO
A SUBURBAN HOUSE [BiR BANLiYO
EVININ BASKALASTIRILMASI] isim-
li calismamda Venturi ve Mies’in
bir kombinasyonunu olusturdum.
ELIPTiK PAVYON’a donecek olursak,
bagtaki diigincem insanlarin nehir
kenarindaki ¢imenlere uzanmasini
saglamakti, cinkd
orada bir park

olacaker. “Minimal sanat simdiki zamanin
amndah$yla ilgiliydi. Bu
“karsidan bakmak-  1960°larin dugincesiydi. Bense

C.A.: Isinizin

tan” ziyade “icin-
de bulunmay1”

le ilgili su soruyu

sormak istiyorum: €21k e bedenlerinin zaman

Alginin doénts-
mesini tam olarak

idrak edebilmek  tlgilentyordum.”

icin iginizin icine
girmek gereki-
yor, siz bunu biittin igleriniz i¢in ortak
bir nitelik olarak gérityor musunuz?
Aym sey “video-delay” igleriniz i¢in
de s6ylenebilir mi?

D.G.: Benim iglerim her zaman
insan Ol¢egindedir. Hiimanist biri
oldugumdan degil ama bence 6lcek,
yani bedeniniz cok énemlidir. Onemli

gunegin degismesiyle, bulutlarin
talep etmesiy-  degismesiyle, insanlar bhareket

icinde devinmesiyle daba ¢ok

SANAT DUNYAMIZ 126 65

material products because it is wasting
our natural environment. Two-way
mirror glass cuts down the air conditi-
oning costs because the reflective side
deflects/reflects the sun’s heat, but it
also has the corporate building reflec-
ting the sky and identify the corpo-
rate with the environment. And it is
surveillance, because the people insi-
de can look, transparently, on the
outside, without people observing
them.

C.A.: It is also a switch from the
modernist ideal of transparency into a
kind of corporate ideal of surveillance
ina way, isn’tit?

D.G.: That is exactly what happe-
ned. And [ was very aware of those
transparent glass facades. But of cour-
se, the modernist building’s trans-
parency which claimed to show to
the outside the transparency of the
corporation’s operations was an alibi.
The view of the people working
on the ground floor only displa-
yed lower-level functionaries-such
as secretaries-working; whereas
the public could not see the upper-
executive level open-atriums. On the
top floor, people who had the power
could oversee-look down unobser-
ved, the surrounding cityscape which
the corporation dominates.

So my critique of the late Mies
Van Der Rohe office towers-late
modernist building turned corpo-
rate came from Robert Venturi’s
critique. Venturi wanted to empha-
size the reality of vernacular lower
middle class and commercial buil-
dings as the fabric of the modern,
suburban surrounding city. In my
work I wound up doing a combi-
nation of Venturi and Mies toget-
her in my 1978 ALTERATION TO A
SUBURBAN HOUSE. But to return to
the ELLIPTICAL PAVILION, my idea
originally was to have public lie down
on the grass along the river, because
there was going to be a park there.
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olan bagka bir gsey daha var. Minimal
sanat simdiki zamanin anindaligiyla
ilgiliydi. Bu 1960’larin diistincesiydi.
Bense gilinesin degismesiyle, bulut-
larin degismesiyle, insanlar hareket
ettikce bedenlerinin zaman iginde
devinmesiyle daha ¢ok ilgileniyor-
dum. Bu diigtincem de minimal sana-
tin bir elestirisine déntistli. Ve zaman
6nemli bir hal aldi. Tabii bu disiin-
ce biraz esrarin, ama biyiik 6l¢iide La
Monte Young ve Steve Reich’in miizi-
ginin etkisi altinda olustu. Stireg ya da
siire distincesi. Ciinkii minimal sanat
stireyle ilgili bir sey degildi.

C.A.: Ge¢ donem modern mimari-
ye ve ¢ok belirgin bir kentlesmenin ve
kamusal mekin zihniyetinin olustu-
gu doneme denk gelen sirket kiiltiirt-
niin dogusu ve geligsimine daha 6nce
deginmistik. istanbul’un silueti, 6zel-
likle de Biiytikdere Aks1 ad1 verilen
genis bir alanda, yeni bir gérinim
kazaniyor. Burasi Bogazigi'ne paralel
yiiksek bir kisim ve buraya 90’1 yilla-
rin sonundan itibaren ¢ok katl ofis
binalar insa ediliyor. Siluet bir yandan
degisirken, bir yandan da “plaza
kaltird” diye bir sey ortaya cikarti-
yor; fakat burada bahsedilen plazalar
sadece Ozel giris kartlariyla girilebilen
ve yalnizca ofis alanlari iceren gokde-
lenler. Burada yine nesne esash bir
kentlesmeyle kars1 karsiyayiz. Ctinki
Istanbul’da binalar daima énce gelir,
geri kalan alanlar da yap1 sonrasi gelen
altyapi ile donatilir. Caligmalarinizda
kent hem yapitin kendisinin baglami
hem de bir referans kaynagi olarak 6n
plana ¢ikiyor.

D.G.: ELIPTIK PAVYON fikri akli-
ma bir anda geliverdi. Nehir kenarinda
yuriiyordum, eliptik binalar gérdiim.
Aslinda bu konu hakkinda ¢ok da
distinmedim. Bu bolgenin degismek-
te oldugunu da biliyordum. Buranin
Berlin’in yeni merkezi olacagini bili-
yordum. Bunu bana séylemislerdi.
Aslinda Klaus Biesenbach da bana
bu noktada yardimci oldu. Bolgeyi

gormek icin birlikte nehir kenarin-
da yiridik. Ayrica Biesenbach yeni
Berlin hakkinda da ¢ok sey biliyor .

Diger yandan, Dia Vakfi yapitim
kent planiyla ilgiliydi. Bugiine kadar
yaptigim en iyi video Dia Vakfi i¢cin
hazirladigim video kataloguydu. 19.
yizyil botanik bahceleri ve billur
saraylari ile 70’li ve 80’li yallarin New
York’uyla ilgiliydi. Ciinki 70’lerde
doldurulmug araziler {izerine kurulu
alternatif mekanlarimiz vardi, bunlar
daha sonra atriumlarinda i¢ sahne-
ler, sosyetik diikkanlar ve kafeler olan
sirket binalar1 parklarina doniistii. Ben
onceleri New Jersey nin banliy6lerin-
de yagadim, ama bu bahsettigim degi-
sen New York’la ilgili deneyimlerim
benim i¢in ¢ok 6nemlidir.

Vitrinlerle dolu modern kentlerin
‘ayna evresi’ opti-
gini kullandigi-
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C.A.:I wanted to ask this question
about being inside a work, how your
work requests a kind of “dwelling
in”, rather than “gazing upon”. One
has to go inside to fully appreciate
the alternating perception, would you
consider that a common quality? One
could argue the same for the ‘video-
delay’ pieces as well.

D.G.: My work is always at human
scale. 'm not necessarily a humanist,
but I think scale is... your body is so
important. There is also something
else that’s important. Minimal art was
about instantaneous present time.
That was the 60s idea. I was more
interested in sun changing, clouds
changing and as people moved their
bodies moved in time. So that beca-
me a critique of minimal art. And time

n distintyorum, — “Afinimal art was about

¢linkii bir vitrine

bakngimz zaman  1Stantaneous present time. That

gordiginiz sey
yalnizca sergile-

was the 1960s idea. I was more

nen iiriinler olmu-  g2terested in sun cbanging, clouds

yor, ayni zaman-
da kiictik parcala-

cbanging; and as Peo[)le moved

ra aynlmis ayna-  therr bodies moved in time. So that

larda kendinizin

bitin olmayan became a critique of Minimal art.”

bir beden halinde

carpik bir imgesi-

ni ve Urtiniin tizerine yansiyan haya-
let bir gorintiisini goriyorsunuz.
Ancak trtint satin alirsaniz yeniden
bir biitiin olabiliyorsunuz.

C.A.:Bu tam da erken d6nem izle-
yici esasli caligmalarinizda ve video
caligmalarinizda bahsettiginiz 6zneler
arast iligkiye denk diistiyor gibi.

D.G.: Bu daha ¢ok video ¢aligma-
lariyla ilgili. Vitrinlerin ¢ok énemli
oldugundan, baskisi tiikkenen ViDEO-
ARCHITECTURE-TELEVISION
[VIDEO-MIMARI-TELEViZYON] isim-
li kitabimda da bahsetmistim. Tabii
Walter Benjamin’in gézlemlerinde

became important. Of course that
was influenced a little bit by mari-
juana, but deeply influenced also by
La Monte Young and Steve Reich’s
music. The idea of process or durati-
on. Because minimal art was not dura-
tional.

C.A.: We already touched upon
the late modern architecture, and the
birth and growth of corporate cultu-
re, which coincides with a very parti-
cular mode of urbanization and sense
of public spaces. Istanbul has also
been getting a new skyline, especially
on a large strip called the Biiytikdere

Dan Graham
Two-Way Mirror
Cylinder Inside
Cube and Video
Lounge
[Kip icinde
Cift Yonli Ayna
Silindir ve Video
Salonu]
1981-1991
Seffaf cam,
celik, ahsap,
lastik| Transparent
glass, steel, wood,
rubber
108x432x432
ing
Dia Center for the
Arts New York,
NY
Fotograf Dan
Graham izniyle|
Photo Courtesy
Dan Graham
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Axis; it is a hill-top parallel to the
Bosphorus an they have been buil-
ding high-rise office blocks since the
late -90’s. The silhouette is slowly
getting there, while it also genera-
ted the so-called “plaza culture”; but
the plazas referred to here are badge-
access high-rises with only office
space. It is again a very object-based
urbanism. Because in Istanbul, the
buildings always come first, what you
have left over is occupied by infra-
structure that is post-building. Your
work relates to the city both immedia-
tely as the context for the actual work,
and also as reference material.

D.G.: For the ELLIPTICAL
PAVILLION [ had the idea instantane-
ously. I just walked on the river and
I saw the elliptical buildings. I didn’t
really think about it very much. I
knew the area was changing. [ knew
it would become the new center of
Berlin. I was told that. Actually that’s

where Klaus Biesenbach helped me.
We walked along the river, we walked
together to see the site. And also he
knows about new Berlin.

The Dia Foundation piece on the
other hand was about the city plan.
The best video I have done is the video
catalogue for the Dia Foundation
piece. It deals with 19t century bota-
nical gardens and crystal palaces and
then with New York in the 70s and
80s. Because in the 70s we have alter-
native spaces, based on landfill, then
they became corporate parks and the
atriums which had performances on
interior stages as well as high-end
shops and cafés. At first I lived in New
Jersey in the suburbs, but my experi-
ence in this changing New York City is
very important to me. [ think modern
cities with the showcase windows
use ‘mirror stage’ optics because you
see, when you are looking at a show
window display not only the products
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benimkilere benzeyen baska bircok
sey daha gérdim. Dia projesinde
benim i¢in ¢ok énemli olan sey o “az
evvel” diislincesiydi. Bagka bir deyis-
le, elinizde Jorge Pardo gibi yalniz-
ca simdiki zaman ya da neo-60’lar
yok ama gimdiki zaman1 “az evvel”in
bir devami olarak ele alabilirsiniz.
70’lerin alternatif diisiincesi ve sirket
atriumlan Dia’nin tasarim ve iglevin-
de yansiilmist1.

C.A.: Ben bir keresinde bura-
da, Garanti Platform’da tam da bu az
evvel diistincesiyle ilgili bir i yapmuis-
tim. Ayn1 galeride birkag sergi stire-
si boyunca sergilenen igleri bir araya
getirip yeniden diizenlemistim.
Boylece yeni bir sergi agilmis olacak,
ama bir yandan da eski sergiler bir
kosede giderek biytiyerek kalacakti.
Sergilere katilmig sanatgilarin iglerin-
den se¢meler ve 6rneklerle, sanatcila-
rin sergi mekaninda kendi eserlerini
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displayed, but on little fragmented
mirrors, distorted images of your-
self as an un-whole body, as well as a
ghost image of yourself are displayed,
superimposed on the product. If you
buy the product then you can become
whole again.

C.A.: That sounds very much
like the inter-subjectivity you were
talking about in the early audience-
works and video-works.

D.G.: That relates to video pieces.
It’s in that book which is now out
of print, VIDEO- ARCHITECTURE-
TELEVISION-, the showcase window
is important. Of course I also saw a lot
of things in Walter Benjamin’s obser-
vations that are similar to my obser-
vations. What is so important to me
in the Dia piece was the whole idea
of the just-past. In other words, you
don’t have just the present time or
neo-60s like Jorge Pardo, but you can
reflect on the present as a continuati-
on of the “just-past”. The 70s alterna-
tive and the 70s corporate atrium are
both reflected in the Dia’s design and
function.

C.A.: I once did a piece, here in
Istanbul, at Platform Garanti which
was very much related to this just-
past idea. I was reconfiguring and
combining all the exhibited works in
one same gallery through a duration of
several exhibitions. So the new show
would open but the old shows would
still linger in one corner growing and
growing. I was working with extracts
and samples from the works by artists
who were shown, along with docu-
mentation of the ways in which the
artists themselves installed them. But
it was obviously becoming something
else, both the exhibition and the exhi-
bited were being reconfigured.

D.G.: A piece that you might not
know is what I did in an alternati-
ve space called the Franklin Furnace
in SoHo. In the show-window I

projected slides of photographs of
the exhibition space taken from the
window of all the galleries on the
area, like the advertisements inside
Artforum.

C.A.: And when was this? Do you
recall?

D.G.: I think maybe 68 or 69. It’s
totally unknown. I had also done a
piece called PAST FUTURE SPLIT
ATTENTION in 1972. It involves
time paradoxes, I was influenced by
60s drug-influenced science-fiction
writers such as Brian Aldiss, as well
as by Gregory Bateson’s writing,
especially his ‘double-blind’ theory
of schizophrenia. He was married to
Margaret Mead, whom I grew up with;
she is the reason I became a feminist.
There was also the magazine called
Radical Software. So all my early video
pieces that were not documented were
about learning process and public
access television. They are all in the
same book, VIDEO- ARCHITECTURE-
TELEVISION-. I did one piece, one of
my favorite pieces that wasn’t reali-
zed called PRODUCTION RECEPTION,
through public access television.
I show on one channel a shot of the
control room of the local news prog-
ram being produced from the cont-
rol room, on another channel I show
people in the living room watching
the program and then of course you
have the actual program on the third
channel. Itis a little bit structuralist.

But I have one critique about my
work. It is very male voyeuristic. 'm
a feminist and I'm a little embarras-
sed about that. It is about voyeurism.
When I was thirteen I made a teles-
cope and I seduced women, young
girls there. Not really seduce them,
by talking to them about the stars and
about... I had, what I called, an astro-
nomy club.

C.A.: Were you also watching the
neighbors, watching you?

DAN GRAHAM
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Dan Graham
New Design for Showing Videos
[Video Gosterimleri icin Yeni Tasarim]
1995
Mese cerceveler, seffaf cam, cift yonlii cam,
delikli aliminyum, raflar iistiinde video setleri,
yastiklar|Oak frames, transparent glass, two-way
mirror, punched aluminum, six video sets on
shelves, cushions
862/3x244x3421/2ing
Koleksiyon | Collection: Whitney Museum of
American Art, New York, New York
Fotograf Dan Graham izniyle| Photo Courtesy
Dan Graham
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nasil yerlestirdiklerini gosteren belge-
lerle caligmigtim. Ama bu siireg bariz
bir gekilde bagka bir seye doniismiistii,
sergi de sergilenen de yeniden anlam-
landinlmisti.

D.G.: SoHo’daki Franklin Furnace
isimli alternatif bir mekinda yapti-

gim bir isi bilmiyor olabilirsiniz.
Bolgedeki galerilerin pencerelerin-
den sergi mekinlarinin fotograflari-
n1 ¢ekip, bu fotograflarin slaytlarini
Artforum’un icindeki reklamlar gibi
galerinin penceresine yansitmistim.

C.A.: Peki bu ne zamandi?
Hatirliyor musunuz?

D.G.: Galiba 68 ya da 69’du. Hig
bilinmeyen bir calismam bu. 1972’de
de PAST FUTURE SPLIT ATTENTION
[GEcMis GELECEK BOLUNMUS
DikKAT] isimli bir is yapmistim. Bu
is zaman tutarsizliklarim iceriyordu.
Brian Aldiss gibi 60’]1 yillarin uyus-
turuculardan ilham alan bilim-kurgu

yazarlarindan ve Gregory Bateson’in
yazilarindan, 6zellikle de sizof-
reni hakkindaki ¢ift-kér kuramin-
dan etkilenmistim. Bateson beraber
biyudigim ve feminist olmamin
sebebi olan Margeret Mead’le evliy-
di. Ayrica bir de Radical Software
isimli dergi vardi. Belgelenmemisg
tim erken dénem video caligmala-
rim 6grenme siireci ve kamuya agik
televizyon hakkindaydi. Bunlarin
hepsinden VIDEO-ARCHITECTURE-
TELEVISION [ViDEO-MiMARIi-
TELEVizYON] isimli kitabimda
bahsetmigtim. Bir keresinde kamu-
ya acik televizyonda, bir kanalda
yerel haberler programinin hazir-
landig1 kontrol odasini, diger kanal-
da oturma odasinda bu programi
seyreden insanlar1 ve tabii i¢linc
kanalda da bahsi gecen haber prog-
ramini gosterdigim, PRODUCTION
RECEPTION [URETiM ALIMLAMA]
isimli, fazla ilgi gormemesine ragmen
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benim favorilerimden biri olan bir is
yapmistim. Biraz yapisalci bir isti.

Fakat iglerimle ilgili bir elestirim
var. Bir feminist olmama ragmen erkek
bakig1 tizerinden isler diretiyor olmak-
tan biraz utaniyorum. Dikizcilikle
(Voyeurism) ilgili bir durum bu. On {i¢
yasindayken bir teleskop yapip kadin-
lan, geng kizlar tavliyordum. Aslinda
tam tavlamiyordum da, onlara yildiz-
larla falan ilgili bir seyler anlatiyor-
dum. Astronomi kultibii adin1 verdi-
gim bir kulitbiim vardi.

C.A.: Sizi izleyen komsgularinizi da
izliyor muydunuz?

D.G.: Cocuklar1 alip Princeton
Rasathanesi’ne gotiiriiyor, onlara
astronomi 6gretiyordum.

C.A.: Video yerlegtirmelerinizin
izleyiciye bir gekilde bir grubun parca-
larin1 olusturduklarini hatirlatan grup
olusturucu bir etkisi oldugunu, izle-
yicinin de adeta rastlantisal bir cemaat
olusturdugunu diisinmiigimdiir hep.

D.G.: Ayrica psikolojik geri bildi-
rim gruplar: fikri de ¢ok 6nem-

“Benim i;lerim de aslinda
Rus Konstruktivizminin

sozde iflemelliginden ye

tasarimsihigindan yola gikar.
Fakat ben melez geyleri severim,
bunlar tek bir geye denk dusmezler,
melezlik ayni zamanda sanatla
mimarhk arasinda bir koprii
vazifesi goren son donem

farkli psikoloji kuramlar1 vardi. Ve
yine diistiniiyorum da, 60’lar tam da
sosyal etkilesim ve psikolojik tera-
piyle iliskiye girme dénemiydi. Anne
Halprin’in psikolojik terapi etki-
si yaratan bir beden atdlyesi olarak
nitelendirilebilecek San Fransisco’daki
dans grubunun herkes tzerinde
biiytik etkisi vardi. Bu grupta Simone
Forti, Steve Reich, Bruce Nauman,
Robert Morris ve Yvonne Rainer gibi
isimler vardi. New York’ta Richard
Serra’yla ilk tanistigimda bana heykel-
lerinde Simone’un islerinden, 6zellik-
le de insan hareketlerinde yercekimini
kullanisindan ¢ok etkilendigini soyle-
misti. Anne Halprin grubu sadece
beden hareketinin fiziksel yonleriyle
degil, ayn1 zamanda dans¢inin komii-
nal ve sosyal durumlarla olan etkile-
simiyle de ilgiliydi. Bu dans atélyesi
erken dénem hippi komtinlerine 6zgi
psikolojik bir zihniyetten ¢ikmig-
t1. Atdlyenin etkileri New York’a,
70’lerin basinda buraya gelmelerin-
den kisa bir siire sonra tanistigim San
Franciscolular Richard Serra ve Steve

Reich tzerinden

ulagmisti.

C.A.: Size
sormak istedi-
gim diger bir konu
da “islev”. Islevin
anlamla carpigma-
s1 ve/veya Ust liste
binmesi ¢ok ilgimi
cekiyor. Islerimin
cogunda bu islev
meselesini ele
aliyorum ve genel-
likle bu ortiisme-
leri zorlayip denk-

galzxrmdldrzma’a da go/e onemlidir.”  lemdeki defola-

li. Distiniiyorum da, bu iste yapmig
oldugum sey video projeleri tizerin-
den psikoloji kuramlarini model
almakt1. Tabii 60’larda herkesin grup
davranis1 hakkinda her ay degisen

ra ve celigkilere

yer acabilmek i¢in

yari-iglevsel ya da biraz arizali diizen
ve diizenekleri tercih ediyorum.

D.G.: Galerimi kurdugum zaman

ilk sanatgim Sol Lewitt, kahramanim-

sa Dan Flavin'di. kisi de MoMA’daki
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D.G.: What I did was I took the
kids to the Princeton Observatory and
taught them about astronomy.

C.A.: There seems to be a group-
forming aspect, another thing about
the video based installations I always
thought, that they were somehow
reminding the viewer they are part of
a group. That the audience also forms
a group, a contingent community.

D.G.: And also the idea of psycho-
logical feedback groups is very impor-
tant. [ really think, of course what I
was doing in this work was mode-
ling psychological theories through
video projects. Of course in the 60s,
everybody had a different psycholo-
gical theory involving group behavi-
or every month. And I think again the
60s had a lot to do with social interac-
tion and relationship to psychological
therapy. The great influence on every-
body was Anne Halprin’s dance group
in San Francisco which was somet-
hing of a psychologically therapeutic
body workshop. It included Simone
Forti, Steve Reich, Bruce Nauman,
Robert Morris and Yvonne Rainer
as participants. In New York, when
I first met Richard Serra he told me
that Simone’s work, especially in her
use of gravity in human movements
was a big influence on his sculpture.
Not only was the Anne Halprin group
interested in the physical aspects
of body movement but also in the
dancer’s interactions in communal,
social situations. The dance workshop
came out of a kind of early, hippie
communal, psychological mind
set. Its influence came to New York
later through the transplanted San
Franciscans, Richard Serra and Steve
Reich who I both met shortly after
they arrived in the early 70s.

C.A.: Another issue that I wanted
to ask you about is “function”. I am
interested in how function clashes
and/or overlaps with meaning. I deal

% DAN GRAHAM %

with this question of function a lot
in my work, and I usually go for like
semi-functional or slightly dysfunc-
tional programs and settings, to push
those overlays and to make room for
glitches and discrepancies in the equa-
tion.

D.G.: When [ had my gallery my
first artist was Sol Lewitt and my hero
was Dan Flavin. They both worked
as guards in the “Great Russian
Experiment “show at MoMA. So my
work really comes out of the kind of
quasi-functionality, quasi-design of
Russian Constructivism. But I like
things that are hybrids; they are not
one thing or the other, hybridity is
also very important in my most recent
works which function as a bridge
between artand architecture.

“My work really comes out of the

corporate building atriums which had
cafés next to stages showing music or
performances.

C.A.: How about collaborations?
I remember the drawings for a bouti-
que in your Whitney Museum exhibi-
tion, with Apolonija Sustersic. What
happens when you venture into such
a complex grid that is both artistic
collaboration and commercial envi-
ronment?

D.G.: I wanted her to be a part of
the project, as I needed Apolonija’s
drawing skills and her feedback on
my initial ideas. The project never
happened. It is a great piece that never
happened. I didn’t get paid for it; it
was for a boutique for Liza Bruce, a
very complex use of the site situa-
tion; the locati-
on of the sun and
sky in relation to

kind of quasi-functionality, quasi-  the shop window

design of Russian Constructivism.
But I like things that are hybrids;
they are not one thing or the other.
Hybridity is also very important
in my most recent works which
function as a bridge between art

and architecture.”

C.A.: “Quasi-functionality” is a
good way of putting it. I am also curi-
ous how you deal with the situati-
on, when a real function lands into
the work. Because that also happens,
doesn’t it? You just mentioned
Biesenbach, [ guess you worked
with him on CAFE BRAVO, at the
Kunstwerke, was that before or after
the ELLIPTICAL PAVILION?

D.G.: It was before. Klaus wanted
something like the café in the Dia
rooftop piece. See, the Dia piece had
a café. The café was based on the 80s

was important to
the design. And I
also came up with
the dressing room.
The boutique has
a very small dres-
sing room, two
sides of the square
are mirrors and the
front is a sliding
door with perfora-
ted metal. So you
get Moire patterns;
and since her swimsuits were also
see-through, you could almost see
people in the dressing room naked.
Some of the dressing room design
ideas are utilized in my GIRL’'S MAKE-
Upr RoowM, which is one of the best
pieces I've ever done. The Lisa Bruce
Boutique was commissioned and
rejected; it is another project that
never get done.

C.A.: Now that you touched
upon unrealized projects, and since
you work with models in different
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“Great Russian Experiment” [Biytik
Rus Deneyi] sergisinde gozcii olarak
caligmisgti. Benim iglerim de aslinda
Rus Konstriiktivizmi’'nin s6zde iglev-
selliginden, tasarimsiligindan yola
cikar. Fakat ben melez geyleri seve-
rim; bunlar tek bir seye denk digmez-
ler, melezlik ayni zamanda sanatla
mimarlik arasinda bir koprii vazife-
si géren son dénem iglerimde de cok
onemlidir.

C.A.: “Sozde islevsellik” ¢ok
uygun bir tabir. Ben ayrica bir iste
gercek bir iglev ortaya ¢iktigi zaman ne
yaptiginizi da merak ediyorum. Bu da
oluyor ¢tinki 6yle degil mi? Az 6nce
Biesenbach’dan bahsettiniz, sani-
rim onunla Kuntswerke’deki CAFE
BrAvO’da caligmistiniz. Bu ELiPTiK
PAVYON’dan 6nce miydi sonra miydi?

D.G.: Onceydi. Klaus Dia’nin
catisindaki kafe gibi bir sey istemisti.
Dia iginde bir kafe vardi yani. Bu kafe
konser ve performanslarin yapildig:
sahnelerin yaninda kafelerin oldugu,
80’lerin sirket binalarinin atriumlarini
temel aliyordu.

C.A.: Peki ortak caligmalar?
Whitney Miuzesi’'ndeki bir serginiz-
de bir butik i¢in Apolonija Sustersi¢’le
yaptiginiz cizimleri hatirliyorum.
Hem sanatsal bir igbirligi hem de ticari
bir ortam olan boyle karmagik bir aga
girmeyi goze aldiginizda neler oluyor?

D.G.: Apolonija’nin ¢izim yetene-
gine ve fikirlerim hakkindaki disiin-
celerine ihtiyacim oldugu i¢in onun
projenin bir parcast olmasini iste-
mistim. Ama proje gerceklesmedi.
Halbuki ¢ok iyi bir igti. O isten para
almamistim; Liza Bruce’a ait bir butik
i¢in yapilan bir projeydi, mekinin
kullanimi ¢ok karmasikt, giinesin ve
gokyiiziiniin magazanin vitrinine gore
konumu tasarim i¢in ¢cok 6nemliy-
di. Bir de giyinme odasi fikri atmis-
tim ortaya. Butikte iki yaninda ayna-
lar, 6n kisminda da perfore metal-
den bir stirme kap1 olan ¢ok kiiciik



72 SANAT DUNYAMIZ 126

% DAN GRAHAM %

bir giyinme odas1 vardi. Buraya hare-
li desenler konulacakti; Liza Bruce’un
mayolar1 da transparan oldugu i¢in,
giyinme odasindaki insanlar1 nere-
deyse ¢iplak halde gorebilecektiniz.
Bu giyinme odasi tasarimu fikirlerim-
den bazilar1 bugiine kadar yaptigim en
iyi iglerden biri olan GIRL’S MAKE-UP
RooM’da [MAakYA] ODAsI| kullanil-
di. Liza Bruce bu butik projesini siparig
etmesine ragmen daha sonra reddet-
ti. Asla hayata gecirilemeyen bagka bir
proje daha igte.

C.A.: Hayata gecirilemeyen proje-
lere degindiginize ve maketlerle fark-
l1 anlamlarda caligtiginiza, hatta onlan
heykel gibi sergilediginize gore maket
yapmak ve model diretmekle ilgili bir
teorimi paylagmak isterim: Ben bunu
iki uclu bir siire¢ olarak gériiyorum.

Dan Graham

Alteration of a Suburban House
[Bir Banliyé Evinin Baskalastirilmasi]
1978
Boyali ahsap, sentetik material, plastik |Painted
wood, synthetic material, plastic
11x43x6ing
Koleksiyon | Collection: Walker Arts Center,
Minneapolis, Minnesota
Fotograf Dan Graham izniyle| Photo Courtesy
Dan Graham

senses, and even show them as sculp-
tures, [ have this theory about model-
making. I see it as a dual process. One
is the act of producing models, as in
things that could be of reference for
wider/larger situations. This first
part is about providing models, to be
“applied” or “realized”.

D.G.: But that’s how it began.
The first models I did were actually
in Oxford Museum of Modern Art in
1978. I saw a show Leo Castelli did
of architectural models displayed as
gallery art. So I said why shouldn’t
artists do architectural models
which could also be propaganda
for projects that could actually be
realized as well as be art objects. So
for that show with the curator, my
friend, Mark Francis and I made two
kinds of models. One group were
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fantasies for suburban situations,
like ALTERATION OF A SUBURBAN
HoUsSE; whereas the other group of
models were proposals for ‘sculp-
ture/pavilions’ to be someday actu-
ally realized. What I do now when I
show a model is I also show a video
of the realized piece, with people in
it. And also the first time [ made very
cheap models, I would take in a suit-
case, put them to the site and use it
to convince the client. And I would
say to the client: Here is the idea, if
you have some ideas change it. I took
them in suitcases. But now what I do,
I don’t have to make models. I make
a little sketch. I don’t use computers
because computers don’t work for
optical things. I have two architects
I work with, both based in Europe.
First [ send them a fax drawing; next,
I would make a site visit with the
architect who would bring 2-way
mirror glass samples. We choose the
exact siting based on the landscape
and light situation, as well as finali-
zing the exact dimensions and right
glass in terms of its reflectiveness
against transparency.

C.A.: However there is also the
other side of model-making. Which is
about scaling down life-size problems
into glories, like building scale repli-
cas in manageable and relatively cont-
rollable forms. And this actually requ-
ests the extreme attention and imagi-
nation found only in “enthusiasts”.
So model-making as this dual process
fascinates me with the intensity of
imagination in both facets, but each
facing completely opposite directions.

D.G.: So that is exactly what [ was
doing in the early models. For the first
models I did, [ went to these hobby
shops and bought those things. And
also what I like to —it’s fun as a man- to
buy little puppets and dolls for adding
“real” people to these models. I think
when men play with dolls, it’s a lot
fun.
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Birincisi model tretme eylemidir,
daha genis/biiyiik durumlar i¢in refe-
rans olusturabilecek 6rneklerde oldu-
gu gibi. Bu ilk u¢ modelleri “uygulan-
mak” ya da “hayata gecirilmek” iizere
uretmekle ilgilidir.

D.G.: Zaten her sey boyle bagla-
di. Aslinda ilk defa 1978 yilinda
Oxford Modern Sanat Miizesi i¢in
maket yapmigtim. Leo Castelli’nin
galerisinde mimari maketlerin sanat
eseri olarak sergilendigi bir sergiye
gitmistim. Neden sanatcilar da hem
hayata gecirilebilecek hem de sanat
eseri olabilecek projeler i¢in propa-
ganda niteligi tasiyabilecek mimari
maketler yapmasin ki diye disin-
dim. Boylece o sergi i¢in kirator
arkadasim Mark Francis’le iki cesit
maket yaptim. Birinci grup maket-
ler ALTERATION OF A SUBURBAN
HouseE [BirR BAaNLiY® EVININ
BASKALASTIRILMASI]| gibi banliy6
fantezileriyken, ikinci grup bir giin
gercekten hayata gecirilecek “heykel
/ pavyonlar” icin tekliflerdi. Simdi
ise bir maket sergiledigimde, yaninda
bu yapitin uygulanmus, icinde insan-
larin oldugu halinin de videosunu
sergiliyorum. Baglarda bir cantaya
koyup, alana goturiip musteriyi ikna
etmek i¢in kullanabilecegim ¢ok ucuz
maketler yapiyordum. Misteriye de
“benim fikrim bu, sizin bagka fikriniz
varsa degistirebilirsiniz” diyordum.
Maketleri ¢antalarin i¢inde gotiri-
yordum. Ama artik yaptigim isler-
de maket yapmak zorunda degilim.
Kiictik bir eskiz cizerim, bilgisayar
kullanmam ¢linkd bilgisayarlar optik
seylerde ise yaramiyor. Beraber calig-
tigim, her ikisi de Avrupa’da yasa-
yan iki mimarim vardir. Once onla-
ra bir ¢izim fakslarim; sonra yanin-
da ¢ift yonld aynali cam numune-
leri getiren mimarimla proje alani-
n1 gezerim. Arazi ve 151k durumuna
gore tam noktayi belirler, boyutlarin
tam olarak ne olacagina ve yansiticilik
ya da seffaflik anlaminda hangi cami
sececegimize karar veririz.
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C.A.: Fakat maket yapmanin ve
model diretmenin bir de 6teki ucu var.
Bu da 6l¢ek kiiciiltiip kontrol edile-
bilir kopyalar tireterek gercek ebatta-
ki sorunlarla basa c¢ikabilmeyi icerir.
Ve bu aslinda sadece “heveslilerde”
gorilen agin bir dikkat ve hayal giici
gerektirir. Boyle iki uclu bir siireg
olarak maket yapimi ve model treti-
mi, ikisi de tamamen zit yonlere bakan
her iki uctaki hayal giictiniin yogunlu-
guyla beni biiyiiliiyor.

D.G.: Eski maketlerimde yaptigim
sey tam da buydu iste. Yaptigim ilk
maketler icin su hobi ditkkdnlarinda
satilan seylerden almigtim. Ayrica bu
maketlere “gercek” insanlar eklemek
icin kuklalar ve bebekler almay1 ¢ok
seviyorum, koca bir adamin bebekler-
le oynamasi cok eglenceli oluyor.

C.A.: Alin benden de o kadar.

D.G.: Ee, sen Terazi burcusun.
Terazilerde erkekle kadin arasinda bir
denge olur.

C.A.: Bunu iltifat olarak kabul
ediyorum. Protocinema’daki serginiz-
de pavyon heykellerinizden biri vardy,
fakat ayn1 zamanda esas pavyon-
lar hakkinda hazirladiginiz baz: vide-
olar1 da gosteriyordunuz. Bu sizce
insan 6l¢egine dayal bir temsil araci-
ligiyla pavyon deneyiminin anlatisi-
n1 kurmaya yonelik yeni bir ig tiretme
yontemi mi?

D.G.: Lisson galerisinin sahi-
bi Nicholas Logsdail pavyonlarimin
sergilerde satilabilecek kii¢clik maket-
lerini yapmami1 6nerdi. Dedigini
yaptim, fakat benim islerim tam
olarak heykel degil. Maketler islerimin
tam olarak hakkini veremiyor. Benim
caligmalarim yapildiklar1 mekina ve
oradaki 11k durumuna gore tasarlanir.
Galerilerde o 15181n aynis1 olmuyor.
Bu yiizden o intibay1 degistirmek i¢in
bu videolar1 yapiyorum. Bu goriin-
ttleri kaydetmeyle ve kurgulamayla
cok ugrastyorum ¢linki iglerimi aslina
sadik bicimde filme almanin tek yolu

bu. Galeri ortaminda dis mekandaki
15181 ya da cevresel kosullar olustur-
mak mimkiin olmadig: i¢in maket-
ler tek bagina pavyonlarin deneyimini
yansitmiyor. Bu yiizden uygulamasi
yapilmis pavyonlarin hissini verebil-
mek i¢in maketlerinin yaninda genel-
likle videolarini da gésteriyorum.

C.A.: Protocinema sergisinde de
bu pavyon videolarindan vardu.

D.G.: Yaptigim hemen her is yere
Ozgldir, bunlarin bazilar1 da sapa
yerlerdedir. Mesela Norve¢'te daglarda
yeni bir ig yaptim; bu is sanat diinya-
sindan insanlarin kolayca erisemeye-
cegi bir yerde, fakat o bolgede yasa-
yan insanlar i¢in tasarlandi. Sehir
merkezinde olmayan bagka bir igim
de Paris’te, Port de Versailles’da,
sehrin ucunda, {cra yerlerde yasa-
yan is¢i sinifina ve yaghlara iyi ulasim
olanaklarini ucuza sunmak i¢in yapi-
lan tramvay hattindaki istasyonlar-
da, Paris’in sosyalist belediye bagka-
n1 tarafindan yaptirilan bir dizi isin bir
parcasi. Her durakta bir sanatginin bir
isi yer aliyor. BOULLEE TO ETERNITY
[BOULEE’'DEN SONSUZLUGA] isim-
li bu calismam aslinda cocuklar igin;
cocuk parkina benzeyen bir gériintisi
var ve sehrin ticra bir kdgesini yeniden
canlandinyor, turistleri Paris’in gébe-
gindeki sanat merkezlerinden uzak-
lagtiriyor.

Bir yandan da bu ¢ocuk parki duru-
mu benim i¢in ¢cok 6nemli. Benden
sik sik parklara islerimi koymam iste-
nir. Ogle tatillerinde insanlar ¢imen-
lere uzanip yemeklerini yerler, ayrica
giintin her saatinde mahallenin insan-
lar, mesela cocuklar gelip isime dahil
olurlar. Genellikle torunlariyla gelen
yagli insanlar i¢in banklar da koyarim.

C.A.: Peki ya DEATH BY
CHOCOLATE [CIKOLATAYLA GELEN
OLum]?

D.G.: O West Edmonton Alisverig
Merkezi icin kisa stirede yaptigim bir
video. Tabii Kanada’daki bu biiytk
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aligveris merkezleri iclerinde her seyi
kapsar. Oras1 ¢cok soguk oldugu icin
bu merkezlerde yar tropik su parkla-
11 olur. Gengler orada takilir. Yaglilar
da oturmak i¢in aligveris merkezle-
rine gider. Buradaki ergen kultira
budur (ben de ¢cok mutsuz bir ergen-
dim). Bu yiizden Kanada’ya gittigim
zaman keyifli vakit geciren insanla-
1 gérmek hosuma gidiyor. insanlar
igimi yanlis anliyor, mesela HOMES
FOR AMERICA’da oldugu gibi. HOMES
FOR AMERICA [AMERiKA IgiN
EVLER] aslinda banliy6niin sosyolo-
jik bir elestirisi degil, daha ¢ok alt-orta
siuf banliyo6 kiltiirtine bir saygt duru-
suydu. Ciddi bir derginin “dusiin-
ce” yazisinin parodisiydi. O dénem-
ler Esquire gibi dergilerin banliyéler-
de yabancilagsma tizerine yayimlaya-
bilecegi ve ciddi fotografcilar tarafin-
dan resmedilen vasat sosyolojik arag-
tirma makaleleriyle dalga geciyordum.
Bu ayn1 zamanda sehir planiyla ilgi-
liydi, yani banliydlerle, biiyiik Fransiz
yazar Michel Butor’'un romanlarindan
da etkilenmigtim. Flaubert romanla-
rindaki gibi banal bir espri anlayiginin,
hantal bir mizahin pesindeydim.

C.A.: Siz i¢ mekinlar icin de
pavyonlar, daha dogrusu su ¢ocuk
yuvasl ve INTERIOR DESIGN FOR
SPACE SHOWING VIDEOS [ViDEO
GOSTERIMLERI IgiN I¢ MEKAN
TasARIMI| gibi miize diizenlemeleri
de yaptiniz 6yle degil mi?

D.G.: 1985 yilinda video goster-
mek tizere tasarlanmig bir is yapmuig-
tim, ¢inkd biyik o6lcekli video
projeksiyonlar1 yapan sanatcilarin
iglerinde kimse oturup bu videolarla
vakit gecirmez. Bana sorarsaniz insan-
lar, 6zellikle de gencler yere uzanip
bu videolar: seyrederek uzun zaman
gecirmelidir. Bu bahsettigim ig ¢ift
yonli aynali cam panellerin oldugu
ve insanlarin videolar: ve birbirleri-
ni gorebildikleri bir labirentti. Boylece
hem galerinin hem de miize tasarimi-
nin bir parcasini olugturuyordu. Ben
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C.A.:Yes, I have that too.

D.G.: Well, you are a Libra. I said
about Libras, there is a balance betwe-
en male and female.

C.A.:T'll take thatas a compliment.
Your exhibition in Protocinema,
Istanbul had one of the Pavilion
Sculptures, but also a number of vide-
os you made around actual Pavilions.
Is thata new way of making work over
the pavilions, in a sense that builds
a narrative, of the experience of the
Pavilion, through more human scale
representation?

D.G.: My Lisson dealer, Nicholas
Logsdail, suggested I should make
for exhibitions, models of my pavi-
lions which could function as small,
saleable sculptures. I did this, but in
fact my work is not exactly sculptu-
re. The models don’t really replicate
the situation of my work. My work is
also very site-specific and about light
conditions. The galleries can’t emula-
te that light. So to change that impres-
sion I try to make these videos. I puta
lot of effort into videoing and editing
the videos because it’s the only way
of filming the work in terms of its
actuality. The models by themselves
don’t give an experience of the actu-
al pavilions, as gallery conditions can’t
emulate the outdoor light conditi-
ons or surrounding environment. So
to give a sense of the realized pavili-
ons [ would often show videos I had
made of realized pavilions next to the
models.

C.A.: You have several of the
Pavillion Videos in the Protocinema
show.

D.G.: Almost everything I do
is-site specific, they are sometimes in
remote, landscape, locations. Like in
Norway, I've done a new work up in
the mountains - they are hard for the
art world public to see- butis designed
for a regional public audience. One
piece which is not in the central city is

the work in Paris at Port de Versailles,
at the edge of the city and part of a
series of works commissioned by
the Socialist mayor of Paris adja-
cent to stations for a tramway around
the edge of the city designed to give
good transportation and cheap fares
for working-class and older residents
on the margins of Paris-every stati-
on gets a work by an artist. My work
from BOULLEE TO ETERNITY is for
children, a ‘fun-house’ playground-
like spectacle and revitalizes the edge
of the city, getting tourists away from
the art centers at the core of Paris.

But the playground situation is
also very important for me. I also
often get commissions to place works
in parks. When people are taking their
lunch time break, they lie down, have
lunch. Also people from the neighbor-
hood like children come at all hours
and experience the work. [ usually put
benches for older people, often with
their grandchildren.

C.A.: And the DEATH BY
CHOCOLATE?

D.G.: It is a video, which I made
very briefly in the West Edmonton
Shopping Mall. Of course in Canada
the big shopping malls encompass
everything; itis very cold so they have
these kind of semi-tropical water
parks. Teenagers hang out there.
Old people also hang out in shop-
ping malls to sit down. It’s the teenage
culture (I was a very unhappy teena-
ger). So when I go to Canada, I love
to see people enjoying themselves.
People misunderstand my work, like
HOMES FOR AMERICA, as a critique.
HOMES FOR AMERICA is not a socio-
logical critique of suburbia. It is actu-
ally a celebration of lower-middle
class suburban culture. It’s a ‘fake’
serious magazine ‘think’ piece. 'm
making fun of magazines like Esquire’s
standard sociological piece on the alie-
nation of suburbia illustrated by a seri-
ous photographer. It’s also about the
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city plan, which is the suburbs, which
was influenced by novels of the great
French writer Michel Butor. It’s inten-
ded to have a ‘flat-footed” humor -a
humor of the banal, like a Flaubert
novel.

C.A.: But you have also done
pavilions for indoors, or more like
museum settings, like the day-care
center and the INTERIOR DESIGN FOR
SPACE SHOWING VIDEOS, have you
not?

D.G.: An early work from 1985
was a design for showing videos, beca-
use with artist’s doing large spectac-
le video projections, nobody is allo-
wed to relax and to spend time with
the videos. I think people should actu-
ally lie down on the floor and spend
a lot of time, particularly teena-
gers, looking at videos. The structu-
re is a labyrinth using two-way mirror
panels where you can see people
seeing other videos and each other.
So that it becomes part of the gallery
and museum design. [ prefer to have
people to be horizontal, not verti-
cal and to lie down to see video. It’s
also quasi-functional. My work in Dia
in the 70s and 80s was a deliberate
attempt to get away from the fashion
of neo-60s/70s design. Also I wanted
to change the Dia idea of showing
the one main work of art as a quasi-
religious, meditative fashion.

C.A.: It was interesting to hear
how you talk about the commissio-
ning processes, the way you work in
response to a site or client.

D.G.: What I like about almost
being almost an architect, which
I'm not, is whatever comes into the
so-called office, you respond to, whet-
her it is corporate or non-corporate or
whatever it is. Even the smallest thing
you do often on very low budget.

C.A.: There is always this sense of
negotiation or compliance or that you
have to deal with the restraints.
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insanlarin dikey degil yatay pozisyon-
da olmasini, videolar1 yere uzanarak
seyretmelerini tercih ediyorum. Bu da
yine s6zde-iglevsel bir durum. Dia’da
70’ler ve 80’lerde yaptigim igler agik-
cas1 neo-60’lar/70’ler tasarim furya-
sindan bir kacig denemesiydi. Ayrica
Dia’nin bir sanat eserini adeta dini,
meditatif bir seymis gibi gésterme
gelenegini degistirmek istiyordum.

C.A.: Bir igin siparis edilme stire-
cinden bu sekilde bahsetmenizi, bir
yere ya da miisteriye cevaben nasil
calistiginizi duymak da ilgingti.

D.G.: Aslinda mimar degilim ama
neredeyse bir mimar gibi ¢alismak-
la ilgili en sevdigim sey, s6zde ofisini-
ze bir sey geldigi zaman, bu gelen talep
kurumsal olsun ya da olmasin, ona
cevap veriyor olmanizdir. Cok dusiik
biitceyle yaptiginiz en ufak bir ise bile.

C.A.: Bir miizakere, bir uzlagma
ve de kisitlamalarla miicadele etmek
zorunda oldugunuz hissi muhakkak
doguyor.

D.G.: Eh, mimarlik béyle bir sey
iste.

C.A.: Bana sorarsaniz mimarlik
tamamen uzlagsmadan ibaret.

D.G.: Korkarim ben iyi bir ig
adami-sanat¢i degilim. En sevdigim
projelerim hep kendi cebimden harca-
yarak yaptiklarim oldu. Mesela su rock
n’ roll kukla gésterim DON’T TRUST
ANYONE OVER THIRTY [OTUZ
YASIN UZERINDEKILERE GUVENME]
bana 30 bin dolara mal olmustu.

C.A.: Mimaride bagka nelerle ilgi-
leniyorsunuz? “Mimarlik formla
degil, iglevin nasil organize edildigiy-
le ilgilidir” demigtiniz.

D.G.: Mimarlikta insan bedeniyle
hagir negir olmaniz gerekir. Ben ashin-
da Peter Zumthor’un kaplicalariyla
ilgili bir yaz1 yazmistim. Yine beden
hakkindayds, ¢linkii orada suyun igin-
desiniz ve insanlarin kafalar1 Yunan

biistleri gibi, bedenlerinin alt kisimlar1
ise balik gibi gértiiniiyor. Zumthor'un
projesinin harika tarafi, batmak
tzere olan 60’lardan kalma eski bir
otel olmasi. O da bu yiizden bu oteli
kurtarmak i¢in oraya catisinda bir
Roma kaplicasi olan bir 80’ler bina-
s1 inga etmis. Zumthor’un tasarimla-
rninda duygular ¢cok 6nem tagir. Bedeni
baglam olarak kullanan bagka bir kisi
de, désemelik kaucuktan yaptig:
kanepeleriyle John Chamberlain’dir.
Bir Frank Lloyd Wright binasi1 olan
Guggenheim’in tam gébegindeki bog
lobiye dosemelik kaucuktan yaptig1 o
Mobius seridi kanepelerden koymus-
tu, cok hippi bir tavird. insanlar bede-
nin topolojisinin diger bedenlerle ve
isle olan iligkisi tizerinden adeta bir
uyusturucu deneyimi gibi 6znel /
Oznelerarasi bir hisse kapilmigti. Ve
tabii yaptig1 seyin oziinde yerlesik bir
deger yitimi fikri yatiyordu, ¢iinki
bu désemelik kaucuklar ¢lirtiyordu.
Oksitleniyordu. Chamberlain tanidi-
gim en mikemmel sanatcilardan biri.
Yaptig1 her sey bir defaya mahsustu.
Bircok farkli sey yapt1 ve her seferinde
bagka bir seye gecti.

Chamberlain’in yaptig1 bagka bir
is de Avrupa’daki Amerikan etki-
si alindaki sanatin sonuyla ilgili,
“WestKunst” isimli bir miize sergi-
sinin lobisine koydugu ve insanlarin
izerine oturdugu kaucuk koltuklar-
di. Bu koltuklarin, Greyhound otobiis
duraklarinda para atarak televizyon
programlarini seyrettiginiz koltuklar-
dakine benzer kolgaklar1 vardi. Ve bu
ekranlarda Amerikan reklam filmle-
rindeki hatalar izleyebiliyordunuz.
Tabii bu kauguklar da ¢liriyordu. Bu
isi artik Dia’da géremezsiniz ¢iinki
Dia’dakiler igin ¢lirimesinden korku-
yorlar. Bu yiizden izerine bir 6rtl
orttiiler, fakat bu ortiintin olmamasi
gerekir. Chamberlain’in igleri tam da
clirliyen geyler tizerinedir.

C.A.: Konusmamizin basin-
da insanlarin ELiPTIK PAVYON’u
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cevreleyen yapay havuzun icgine isedi-
gini s6ylemistiniz. Yine de isiniz epey
dayaniyor, belki de gii¢/iktidar malze-
melerini kullandig1 i¢in, ama yine
burada gésterilen yeni video caligma-
lar1 da kayda deger, ciinkii isleri insan-
larla birlikte g6steriyor. Baz1 sanatgi-
lar bunu kirlenme olarak nitelendire-
bilir; simdi John Chamberlain’le ilgi-
li s6ylediklerinizi de duyunca, bura-
da benzer bir tavir oldugunu diigiini-
yorum.

D.G.: Deney yapmaktan ve basa-
risizliktan cekinmeyen sanatcila-
11 seviyorum. Benim iglerimin en az
%151 basarisizlikla sonu¢lanmasgtir.
Pek ¢ok sanatci bagarili olmak i¢in net
ve degismez bir “imza tarz1” gelistir-
mektedir, ama bence bunun okullar-
da 6gretilen bir seye doniismis olma-
s1 ne yazik ki sanatin bagina gelen en
koti seylerden biri. @

Sergi Goriintiisii
|View from
exhibition

Protocinema,
Istanbul, 2011
Foto| Photo:
Mieko Meng
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D.G.: Well, that’s architecture.

C.A.: Architecture is completely
compliant, in my opinion.

D.G.: I'm afraid I'm not a good
artist-businessman. Many of my favo-
rite projects are ones I put my own
money into. For example my Rock
n’ Roll puppet show, DON’T TRUST
ANYONE OVER THIRTY cost me
$30,000.

C.A.: What else in architectu-
re are you interested in? You said
“Architecture is not about form, but
about program”.

D.G.: You have to deal with
people’s bodies. I actually wrote
about Zumthor’s thermal baths. It is
about the body again, because you
are in water and you can see people’s
heads as Greek Busts and the lower
part of the body looks like a fish.
And you can feel all the people thro-
ugh the water. The great thing about
Zumthor’s project is it’s an old 60s
hotel that was going out of business.
So he put a kind of an 80s building
with a Roman period thermal bath
on top of it to save the hotel. There,
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the feelings in his design works are
very important. The other person
who uses body as a context is John
Chamberlain, with his foam rubber
couches. Well, for his Guggenheim
show, which was a Frank Lloyd
Wright building, he put in the dead-
center empty lobby this Mébius strip
couches that are foam rubber, a very
hippie gesture. People were into
subjective / inter-subjective feeling,
like a drug experience, topology of
the body in relationship to other
bodies, in relationship to the work.
Of course what he did was all about
built-in obsolescence, because they
decay, this foam rubber, it decays.
It oxidizes. I think Chamberlain is
one of the most brilliant artists that I
know. Everything he did was one-off.
He did so many different kinds of
things and he would go on to somet-
hing else.

Another piece Chamberlain did
was foam rubber couches where peop-
le sat down, like the lobby at a muse-
um show called “West Kunst” about
the end of American influenced art in
Europe. The couches had armrest such
as the ones in Greyhound bus stations
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where you pay coins to see televisi-
on programs. And you could see on
Chamberlains monitors American
commercials where they made mista-
kes. And of course the foam rubber
works decay. You won’t see it anymo-
re at the Dia because they are afraid
of this decaying. So they put a cover
on it, but it shouldn’t have a cover.
Chamberlain’s works are really into
things decaying.

C.A.: At the beginning of our
conversation you were telling
how people pissed in the artifici-
al pond surrounding the ELLIPTICAL
PAVILION. Still, your work pretty
much resists, maybe because it works
with materials of Power, but then
again the new video works on disp-
lay here are remarkable because they
show the works with people. To some
artists this could be contamination,
and now hearing John Chamberlain, a
similar attitude.

D.G.: I like artists who experi-
ment and don’t mind having failures.
At least 15% of my works are failu-
res. Most artists who are successful
have perfected a fairly slick signatu-
re style, but I think having this whole
idea taught in schools, is the worst
thing that happened in the art field. ®



