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I BELIEVE IN THE STUTTERING
DAVID DOUARD
Transmission. Communication. Contamination. Visiting the studio of David in SaintDenis. Wire grid walls, half-broken Barbie horses in pastel colours, and many drawers
and small boxes labelled: chains, unicorns, sculls, and fraise noire. He serves us a
chocolate cake and his favourite drink, instant Ricoré Original. He has four tins of
them here. On the floor, a wooden basket with neatly arranged Speedoflex diamond
blades - a sculpture his son made.

I have a chocolate cake if you want, I made it during
the weekend with my kids.
It is a duel, and at the same time a relationship of
He puts the cake on the table. It’s wrapped in desire. I always say to myself that the graffiti exists in
aluminium foil.
a yard, and if there was no yard, no wall, there would
be no graffiti. It is a little bit of this sadomasochistic
I love aluminium.
relationship, transformed into something sensual. An
almost sensual relationship to the space. I like that. In
He goes to pick up a small sculpture, and puts it also the shows I use metal grids, or the Barbie dollhouse,
on the table.
they symbolise a kind of constraint for me. You need
to squeeze something in, for it to then come out the
Did you cast it out of aluminium?
other side, and become a kind of expression. I see
Yes, I get the aluminium from the street. I have a the oppression here in a positive way. It’s absorbed,
furnace, next door, that I made myself, where I melt appropriated, used to express yourself better and then
the aluminium and then ‘splash’ it on the floor of spit it out. In fact, perhaps when we constrain the
the workshop, directly into trays with foundry object, we make it bloom, as it is with desire, S&M.
sand. This is how I make the aluminium work. In
the beginning, I was making poems, I would often The exhibitions are always in places of authority. Neïl
recover them online and take fragments out, and Beloufa did very well at the Palais de Tokyo with his
then use them as a spit.
exhibition L’Ennemi de mon ennemi. He decided to
explain what he thinks about all this. In my exhibition
We saw your recent exhibition O’ Ti’ Lulaby at the frac, there was a voice that speaks the dialogue
at the frac île-de-france, and we were so from the film My Own Private Idaho, when River
attracted by the press communication Phoenix wakes up in the road and says something like,
leaflet, this very graphic image of clenched ‘I know this place, I don’t know where it is, I know this
teeth and saliva bubbles, all in purple face…?’ And to me this related to the thought of how
color. In the show, we were seduced by the can I be reborn in the same place every time and reway you worked with the space, how you appropriate that place every time. It is never easy and
have created your own space, how you simple.
managed to transform it into something
very different. What are your intentions Do you preview the whole installation ahead,
with exhibition space, in general?
or does much happen in location, while you
The space is important. I like to use the space are setting up?
as a material, and I transpose it. I think that Well, it’s a bit of both. When I prepare the show, it’s
the exhibition space is a form of authority. almost like a plan of attack. I prepare the space more
Authority that we know well from the street, or less before the show. I always change the entrance,
from school, all those spaces that act on us. I the relationship one can have to the walls, but I try
have to appropriate the exhibition space. I do a not to make it into too much of ‘a show’ either. Then
lot of graffiti, skateboarding, I like the street and many things change according to desire in the spur
in this way I appropriate it. I have a relationship of the moment. At frac, the last room of the show
with the exhibition space, I know it now, it’s been was closed. We decided this in the moment, it was
ten years that I’m doing this, and I always need to sensory. You could see the installation in that room
appropriate the space to express myself better. The but could not come close to it. You had to ask yourself,
walls of an exhibition space are like the walls of ‘Can I go there, or not?’. For me, it is this duel again,
a teenager’s bedroom, like the walls of the street, and every time. I am invited to make an exhibition,
like the walls of any space that constrains. The there is a creation and there is an autonomy, and I
two forces will put something against each other. even manage to close the space, you can’t go there.
It tells something of being an artist in relation to the
institution.

I also feel that in your work, all the objects have a
sculptural potential. When you are here at the studio,
and you look around, all the objects are almost free
of their context, of their usage, they all have this
potential to be sculptural. Suddenly you notice their
sculptural aspect, or the pure shape of them, that you
usually would not notice.
An object is a martyr of its function. My iPhone, for example,
it is locked in its function. The language also locks us in a
function of communication. But as soon as we twist it, we
change it, we crumple it, we modify it, it becomes something
else. It’s a way of ‘hacking’ a little, of corruption. The piece
of aluminium, that was ‘ingested’ and ‘spit out’. Everything
is linked in this sense. All the objects that I collect, from the
moment that they enter the workshop they are an element of a
whole. They will have a different destination.
How does the present inspire you?
I think the current generation of geek is interesting. Mark
Zuckerberg was a geek and he defined our world. I loved Bjork
when I was a teenager. She was real to me. She said things I
understood. I also love reading Ursula Le Guin’s science
fiction. In fact, today, when you read science fiction, you
understand that the world we live in has already accelerated.
Everything that could happen as fiction is almost true now.
Reality has surpassed all the stories. We have to imagine

more, to push even more. I think that the time
in which we live now is extraordinary. I know
that there are many problems, it’s a hassle, but
still, the imagination and creation is at the top.
We can imagine that the mutation is possible.
Besides, mutation has always been seen as
pejorative, associated with strangeness,
corruption, pollution, impurity, but in fact, I
think it’s good. That we accept that the world,
that living on the Earth, is changing all the time,
and we are not going to stop. All is just going
to change, good, or not good. It’s not science
fiction anymore, we live the fiction now, and
we accept that it’s happening. I adore Tetsumi
Kudo, this artist who started Japanese Fluxus.
He was creating these swamps of polluted
nature, technology, he called them Cultivations.
Body parts, plants, electronic components,
they were all in these metal birdcages. It was a
polluted ground but at the same time a place
of creation. He made one piece with a head
portrait of Eugène Ionesco coming from the
soil. This always made me think of how some
things that are impure, can become good. And
if something is there, it means that it must be
there. It is like hallucinogenic mushrooms. If
they are there in the world, it means that there
is a reason.

Previous double page: David Douard, O’Ti’Lulaby, exhibition view, Frac Île-de-France, Le Plateau (2020-2021). Courtesy of the artist and Galerie Chantal Crousel, Paris. Photo: Martin Argyroglo.

Are you working on a new exhibition?
Yes, there will be one at the Galerie Chantal Crousel, at the
same time when they will exhibit Wolfgang Tillmans. I’m
going to do a new piece, these colourful blown glass balls
with lamps inside. It links to this idea of language, and
transmission, and breath, but it’s enclosed.

David Douard, O’Ti’Lulaby, exhibition view, Frac Île-de-France, Le Plateau (2020-2021). Courtesy of the artist and Galerie Chantal Crousel, Paris. Photo: Martin Argyroglo.

Do you see each exhibition as a space that you create
for specific moment, or is there a certain continuity
and linearity with your other exhibitions?
Yes, we can’t lie too much. We make the exhibitions as we live,
there is always a link. I believe in the ‘stuttering’, and the fact
that I don’t aways make an ending to my shows, which makes
me need to continue to look again, to go back to them.

How do you explain your work to your children?
Do they become involved in your work in some
way? You said they are here at the studio often.
Yes, of course! I think that childhood and adolescence are
motifs that I’ve liked in my work since the art school. It’s a
moment in life where one ‘becomes’. I also like children and
teenagers because they are against the world but without a
point of view. They just don’t want something, they want
How does it work if someone is to have fun - and they are right. We, adults, often accept,
interested to buy a piece of your work? we have resigned. I adore Mike Kelly, the Californian
Because it seems to me your shows are artist, in terms of the spirit of childhood and adolescence.
not about isolated pieces but it’s an He succeeded in speaking seriously about what we have in
ecosystem.
our memories, and what we have put aside because we have
The ecosystem. There is again the idea of decided at one moment to be more pragmatic, in spite of the
contamination, of transmission, that gets fact that it becomes more complicated. I am rather on the
broken when you take one out. Any isolated side of the eternal adolescent.
object is an artefact of a situation. What
counts is the situation.
How long has it been since you left the BeauxArts de Paris?
There’s a certain fluidity in your work, Eight years now. I had my son when I got out.
and it’s not easy to describe.
I communicate a lot with objects. I distrust Do your children also spend a lot of time on the
words a lot. But the words of others don’t internet?
bother me too much. I accept them, it’s part of Yes, and that gave a room in the exhibition. There was a
the work. Like the shell, it takes all the rumors. pink sculpture with a little poem. It’s a sculpture I made

with my son. We play a lot of video games, TikTok.
How do you collect the object you use
in your work? Do you pick them up on Have you ever been tempted to work fully with
the street, or you go to look for them these digital mediums? In a way with ‘a material’
specifically?
that is not physical?
The street is important, yes, it’s clear. But I find it hard, even if it’s tempting. At there is a video image.
since the beginning, I have a studio practice, This image had haunted me in my nights. I had removed it
I bring here into the studio objects of different from its status of image, I had it inside me.
hierarchies. I trust their language. I try to put
them together to create, I like to say, a kind Where did this video image come from?
of ‘stuttering.’ Sort of collages of things that When I was in Rome at the Ville Medici, I was looking for
are not supposed to meet, and therefore do information about a bombing in Afghanistan. I came across
not create fluidity, and yet there is a fluidity an article in the online version of newspapers where images
that will be created, a new language. From showed the places that are going to be bombed. What I
the beginning there was a relationship with found crazy is that I could walk around those places on the
the language, it’s a vital source, a flow. I Google maps, and of course, I saw people, children, and
started with graffiti, by creating letters, to I experienced a kind of trauma. You’re in the place that’s
express myself on the walls. I saw graffiti like going to be bombed. I was allowed to enter a building,
the rumour of language. Then I was asking I observed the place. I opened the exhibition with this
myself how can I put the energy of graffiti in image, which when you see it, you don’t really understand
the material of the sculpture, so I started to what it is. We imagine that someone is wandering in a
collect words and sentences, and created, for digital space, you see a ceiling, and that’s all. I wanted us
example, the poems using aluminium I told to enter the image, so that we do not consume the image as
you about. When there was ‘Occupy Wall a show.
Street’, I participated in it, but then at one
moment, I decided to stop and be
in the studio, so there was a door
that cut me off from the street.
And that’s when I started to work
with technology, with the internet.
Something started to happen, I
was sensitive to that. I liked the
cyberpunk atmosphere, making
technology physical.
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In summer, when I have the time, I will activate it again.
I will put this dry part you see here into the new membrane,
and it will just continue on living. There are times when it
becomes a little too dry and fragile, and I have a way of
making little bandages with new membranes. It’s not the
easiest to live with. Sometimes flies come and lay eggs on
it, and it smells!
In the exhibitions, all ‘the ingredients’ and objects
you have used to make a painting are listed in
the section of materials used. It evokes a lot of
sensations just reading that. I wondered after
reading some online exactly that: How does it
smell?
Most of my work does not really smell. The kombucha
smells like sweet vinegar. And sometimes I work with
beeswax, or cosmetic wax, or artificial perfumes like
vanilla and grenadine. For Pulsion Potion in 2016, I made
these cushions with my older sister, who makes yoga
cushions. We filled them with what I collected in the
mountains, so they smelled of wild mint, but at the same
time, they smelled like plastic because inside, there were
also these polystyrene balls. I liked that a lot. As for the list
- I enjoy to do that. I like to list everything, so that it almost
becomes the caption, or like a title, or me explaining my
work. It’s not always easy to list everything. Sometimes
I forget. But I think it adds something vivid. It also says
something about us living in the city, and being a human
right now. There is a fossil-like feeling to it, connected to
technology.
You have also made a film for the Pulsion Potion
exhibition.
Yes, I did make a two-hour film called The People. It’s an
important one for me. I made it about my village. I started
filming when I was twenty years old, and I filmed over six
years. In my practice, everything is a bit non-hierarchical,
mixed. I treat the film as I do my paintings, superimposing
all the dailies together, everything becoming mixed in one.

Mimosa Echard, Kim Cushion, 2021, Galerie Chantal Crousel, Paris. Sheepskin, cherry stones, glass beads, sequins, chestnut flowers, Clitoria ternatea flower, newspaper clippings, synthetic scarf, lycra, lacquer, acrylic, gloss.
Opposite page background: extract from Mimosa’s zine LUCA, Dortmunder Kunstverein, 2019.

You mean the plant?
It’s not really a plant. It’s like a biotope. And Michel, he
was growing them in small swimming pools for children.
It became a beautiful piece. And then, we decided to work
together, we started to grow the membrane in a tray, and
added some objects into it. As the membrane grew, we
decided to invite other artists to put some of their projects
or objects inside, and then it became the Kombucha
Project Center. We now say it’s the world’s first and only
kombucha-based artists residency program, installed in
an ever-extending tape of kombucha biofilm!

Mimosa Echard, o0ll0o, found objects, 2018.
Opposite page background: extract from Mimosa’s zine LUCA, Dortmunder Kunstverein, 2019.

How did you start the kombucha project?
We started it with the French artist Michel Blazy. We were
sharing the same studio at the time, and we both used
kombucha in our work, but in really different ways. For
me, it was just this dry flat thing, that my family gave to
me, and I used it in my painting compositions.

that process?
Yes, they happen all the time! I do try to Has this changed since you became represented
pay attention to this and then exploit these by a gallery?
phenomena. One of the examples is metal Yes, my gallery, Galerie Chantal Crousel, takes care
rusting inside the latex. I don’t have an of certain archiving. Before, I did some installation
explanation for that! It makes slightly black exhibitions, and then I threw almost everything away. For
juice, well, very rusty, inside the liquid of latex. a long time, I had a way of working like this. For me, what’s
It happens very quickly. I tried to make paint important is to create a moment, which was the moment of
with it. This relationship where metal goes the installation. I don’t have any fetishism about my work.
inside an organic membrane, as a rupture, I’m always transforming it. If it stays in my studio, you
but it will rust, and integrate with the rest. can be sure that it’s either thrown away, or cut up, or I’ve
I also worked a lot with red pill capsules, these repainted it. I’m not interested in the idea of preservation.
empty capsules used in acupuncture that It can be preserving, but at the same time destroying, of
I found in Korea. There are a bit of all colours, the moment. And in my personal life, it’s the same too.
but I had found the red ones, and I used them, I’m interested in the moment when things are happening.
and they started to bleed, a bit like blood, and I live for moments. It’s the same relationship I have with
it tinted everything red. I’m very interested in my garden, with all I do, to see what’s going on, and to
the relationship between blood, plants, sap. be attentive to it. There’s no idealisation of anything, of
Later I also bought sky-blue ones too, and nature nor of my body. I try to be in places that are a bit
I liked to imagine the sky-blue liquid, flowing murky and a bit fluid. There’s something sweet about it.
in the painting and dying everything, but it
did not work at all. Nothing happened. It’s
the unexpected, un-calculated, that becomes
important.

Mimosa’s garden seen from her studio.

When did you start working with the
materials that you now use in your
paintings?
I always collected objects from nature. I grew up
in the mountainous region of Les Cévennes in
the sound-east of France, and as a child, I had
a collection of weird things from the natural
world. Then, when I came to Paris, I started using
cosmetics and more personal items in my work. What is the dialogue that you have
Maybe also because I was sleeping in my studio, with yourself when deciding to use
so the borderline between the personal objects something, or not, and if it’s going
and studio materials blurred. I walk a lot in Paris, to be understood the way you want,
or anywhere I am travelling, and I like to go to because objects have connotations.
random shops everywhere. It’s the same process There can be a certain ambiguity
when you place one object next to
for me as searching for objects from nature.
another. I guess that’s also where
How do you resist the attraction of all imagination is.
these aesthetically pleasing and attractive I don’t think about that. I like to create a
objects around us? Do you see that scenario or a story, but I’m really fine that
everything could be a potential material it has become abstract, or that people will
understand it the way they want. I can’t
to use?
I have a kind of system, but it’s not strict. I’m not predict their sensation. I also play with that
using everything! I see a connection between the mystery, I am aware that people sometimes
materials I use, maybe because of their relation to can’t recognise all the original objects or
the body or because of their shape. I think some images covered by layers of fabrics and
objects have the possibility to talk about human liquid. I think it’s an interesting question.
body or gender. I am also intrigued by how the Perhaps it’s about not knowing what the
industry can create some odd objects. I work with reaction will be. Even for me, it is not
plants, again mostly because of their relation often clear. I work with this desire to not
to the body, like the effects of medicinal plants. know exactly what it will be like. The work
People in my home village collect them for me. will have its own intention. It becomes
I guess it’s more like an intuitive relationship, something else.
an attraction or fondness for those objects or
What is the process of making the
materials.
paintings? Where do you start?
What material have you used since the There are so many layers, so much
overlapping.
very beginning?
Maybe cherry pits? I have a lot of them. They I start with photo prints, often of my own
embody the idea of continuity for me. I have also photos. I’m realizing more and more that
always been using the acrylique laquer, this liquid. I have a lot of pictures. The image has
And beads! I was always beading. It’s something I always been important in my work. I collect
was doing as a child. I think I was fascinated by different types of images, then I print them,
them because they are like little seeds, or little and I glue them on the canvas. I also collect
eggs, or like pollen, or pieces of information, data. all those objects, that I place within the
Those hanging sculptures, that you can see here, piece, before starting a series. Then there’s
made of beads, in one hour I can make maybe a composition of fabrics that comes on
four strings maximum. It’s like cracking the code top. I also print images on the fabrics, so it
creates this spatial object, an optical game
of time. I really enjoy making them.
of what we see, what’s above, what’s below.

pictorial composition. The idea is that all the
things underneath are comfortable enough When the painting is out of its habitat of the
so that when I add all the liquid, it works. I studio in the pristine gallery, this relationship of
add a lot of liquid; gloss, lacquer, transparent the edge is even more evident. The border is much
acrylic. I know that certain elements will more pronounced. Do you think of the materials
lose their bright colour, and some flowers you use in terms of how stable they are?
will inject colour into the liquid when in It depends on the project. With some projects I don’t care,
contact with it. The liquid makes things twist I don’t even think about it. I think my work also plays
a bit. So everything is going to be in a kind with this idea of ‘something happening, or living inside’.
of symbiotic relationship for a while. At that For example, for the show Pretty Anna in 2018, I made
moment, I can’t see anything because the these big sort of see-through cushions, that were quite
liquids, even if they become transparent in scary for people, they were saying: ’What is inside, is
the end, they are very white, milky. So there’s it going to explode?’ But to be honest, it’s not really like
a moment when the whole image is totally that. My work is quite stable because there are a lot of
cloudy white, covered with liquid, and then chemicals inside that preserve it. Over time, there might
it re-appears. So there is this moment of rest, be some colour fading. I have some projects that are really
where in fact, the liquid makes its own life living, like the kombucha project. You have to take care
and when I completely withdraw myself. Then of it, and there’s always an evolution. I store it here at the
I look, I adjust, I wait for it to dry, sometimes studio, it’s not active right now because it’s struggling
with the temperature during cold months. But I was never
I add a bit of liquid to certain places.
concerned about conservation. I think it’s something so
Do some lucky accidents happen during boring to think about.

Mimosa Echard, detail of Un bout de toi Salomon n.4, 2020 Mixed media. Courtesy the Artist and Martina Simeti, Milano. Photo Hector Chico/Andrea Rossetti.

Mimosa Echard, from the exhibition Numbs, 2021, Galerie Chantal Crousel, Paris.Aluminium frame, analog photographic print, glass beads, plastic beads, plastic rings, elastics, synthetic foam, fake flower pistils, mirrors, capsules, bulbs,
hair, organza, acrylic medium, acrylic lacquer, gloss. Background: extract from Mimosa’s zine LUCA, Dortmunder Kunstverein, 2019.

THERE IS A FOSSIL-LIKE FEELING TO IT
MIMOSA ECHARD
Magazine page, acrylic paint, cosmetics, pearls, egg shells, moxibustion, gingko ovules,
ginger root, tabacco, white clay, titanium quartz, amethyst, ring, yarrow leaves, rock
crystal, metal chain, epoxy resin, sage, glass crystal ball, fish roe, vibrator, ink, pigment,
ribbon, latex, necklace, synthetic fabric, hangers, plastic ball, stickers, stone egg, cherry
pit, clitoria flower, wire, false nails, pills, condom packaging, fern, ginseng, gardenia,
glitter, synthetic foam, vinyl glue, calendula, skin capsule, lotus seeds, kitchen trolley,
aluminium glass, mimosa flower.

Your sculptures tend to take the dimension of a
painting. What interests you about this dimension,
the space within the frame?
Well, I never really thought about it like that, from the
perspective of formal questions of paintings, of pictures.
In the beginning, I was deploying my process on just
photographic prints, so it made a much of a softer painting
in a way. But it’s true that the whole game with the edges
is a bit obsessive. There’s always this moment between
the edges, the place where the fabric will overflow its
frame, its edge. There’s also the relationship to a support.
It’s true that I realise as time goes by that, yes, there’s a
bit of a relationship to the frame. I never conceptualise
much, but it’s true that my work is more painting than
sculpture. When I make sculptures, some end up being
I compose the fabrics a bit like a bed, and like paintings, say, in the sense that they roll up. Then this
I add pieces of transparent fabrics, which idea of the edge, it’s again connected to the skin, a feeling
create a connotation of a membrane, the of limit, between us, the world, the inside of the body, the
skin. It’s a composition in the end! A very outside, and a bit of a back and forth between the two.

There is no hierarchy at all. I made the film sort of
by weaving of different tapes of the Mini DV, and
letting them run. For me, there was something
very liquid about it. It generates itself. I made
another video in Japan when in residency at Villa
Kujoyama. And once again, I used what was a bit
liquid, I tried to film water, for example. It’s a way
for me of bringing ‘living’ inside the images.
Your zines made on a photocopier have a
certain similarity with your paintings and
the video, in the way that many objects and
images merge into one. The photocopy
has the effect of flattening, of zipping all
together without a hierarchy.
Yes! Each time I use a little photocopier to make
these zines. I did some for an exhibition in
Hachimonjiya bar in Kyoto in 2019. And then
I make zines with a collective Turpentine, with
Jean-Luc Blanc and Jonathan Martin.
Do you still have the same relationship
with your region that you had as a child?
Yes and no. I think it’s quite stable in a way, but
what changed is that now the region is part of my
work. But yes, I feel I have as strong a relationship
as before. Maybe even more so because when I go
there, I’m as active as when I’m in my studio. I’m
collecting stuff, I’m taking pictures. And that’s
great because it makes it more than a place of
nostalgia. It’s a way for me to see the relationship
to the place as alive, to not be in the past. There is a
sort of continuity, porosity, between my childhood
relationship to there and the adult one.

In many articles they speak of you as a contemporary
witch.
Yes, everyone projects that. I think the witch is obviously
a political and feminist figure that interests me but it’s not
a statement I make in my work. There’s a sort of continuity
in the way I relate to the world. Yes, I have dried insects and
lizards, I have plants everywhere, I love spiders and I grew
up with very ecofeminist women, my sisters, my mother, you
could define them as witches - but that’s not something I would
have actualised. It’s an intimate affinity. I don’t mind people
saying that, but I don’t see myself as a witch in my studio at all.
And I’m not particularly interested in alchemy, for example,
but I have a very special relationship with plants. In the place
where I grew up, there are a lot of women who have botanical
knowledge in relation to healing. I’ve always been interested in
botany and this ancestral relationship with plants - and - I’ll
contradict it with my interest in the ultra-technological side of
the whole cosmetics industry. It’s a bit ambiguous and complex.
I have also always been interested in Chinese medicine. What
fascinated me was when I discovered what different parts of
the same plants we were using in the West, compared to say
in Korea or Japan. We use the flowers, we are focusing on the
sexual organ, and they use the underside - the roots, the much
more earthy, underground part, related to the growth.
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EVERYTHING CAN BE AN ACCESSORY
STEPHANIE D’HEYGERE
One day it’s a ring, one day it’s an earring. A flower as a belt. Shirt sleeves are your
banana. Handbag with six handles. Earrings holding your cigarette and ashtray
sitting on your finger. Presentation at the laundromat. Something called wheel hoops.
A man called Cesar. And the back pocket is your handbag now. This is the D’heygere.
75010-based accessories designer.
How do you pronounce D’heygere?
I am Flemish, so normally you say [ Day-ge-re ],
but nobody here knows how to say this. A lot
of people are also bad at writing it. I get all the
versions; D’hyegere, D’hygere or D’heygrere.
In Flemish it comes from De Heer, which means
the product, consumer and client. Also, research should be
“monsieur”.
something that is part of your life - seeing exhibitions, readings,
anything. I think I am constantly feeding the machine.
How did you start?
I studied fashion in Antwerp, and then I did many Then he says the idea comes, and then you have to put it away
internships, at Lanvin, and then another at Maison for a while, and then when you come back you should not decide
Margiela, where I got hired and stayed for four immediately if it’s good idea or not, but share it with others to
years. It was a sort of eureka moment at Lanvin push it further.

when I was asked to design sunglasses. Even at
school, I could already tell I wasn’t extremely What are the best examples of “everything can be an
skilled at drawing patterns. Then being at Maison accessory” that you have seen recently?
Margiela opened my mind and shaped me. There We recently launched the D’heygere Manifesto on Instagram,
was just one studio for handbags, jewellery and asking our friends and followers to submit their creations.
accessories, so I tried it all. My first showroom My friend Greg used an onion to make a ring. Very smart of him
collection of D’heygere was in January 2018. I had as it is also a word game. On top of that, he said: it’s so beautiful
it makes you cry!
few ideas I did not want to give to clients.
Is there more liberty in accessories than How do you negotiate between alterations of the
codes and practicality ?
ready-to-wear?
I would say yes but it’s because, for me, it’s easy I want my pieces to be wearable and functional. They have to
to design accessories. You don’t have this body be well made, and of high quality. I try to be very strict with
to work around. And I think almost everything my factories. Time is also important as the pieces are expensive.
can be an accessory. I do not do many drawings, I believe in heritage. I use leather in my collection, this could be
I always have my notebooks with me and mostly a question mark, but leather stays. The jewellery is made out of
I write. The concept is more important for me in sterling silver… There has to be good materials and good design.
some way than the final product. I write about There are no secrets. I think everybody wants to achieve this.

the idea, or word game. We all know the classic
codes of accessories, I wonder what happens when I work for other brands like Y/project where I design real eyeI do this or that with them. I like to work fast and catcher pieces for fashion shows. You can see the accessories in
straight to the point. Maybe a better word than the looks. In my brand I want something that you can actually
wear every day, not just at night. Then I also design jewellery for
fast would be spontaneous.
A.P.C., which is completely different again, commercial, easy to
Do you think what we think is spontaneous wear. I would say my brand is in between the two.

might be actual a result of a long
Tell us more about ideas behind your campaigns and
subconscious process?
I am sure. I often think I had this great idea and showrooms?
then I realise it was already on my mind for a The last campaign we did was shot at a religious catholic school
while. I read a book by James Webb Young called I went to as a teenager. I take a lot of inspiration from my life.
A Technique for Producing Ideas. The author talks I contacted the school, I thought they would never say yes. Every
about five steps for how our ideas are produced. student who wanted to participate could, I did not care so much
He comes from advertising so his book is targeted about the looks, we have not seen any student beforehand we
on how to approach an assignment for a client. arrived. It was the same with the campaign shot on the beach.
He says the first step is to perfectly research We did wild casting on the same day. I am not so much into
models. Of course, it needs to be aesthetically appealing but there
is beauty in everything. I try to keep it real, models know how to
pose and that can get in the way of things sometimes. I work with
Arnaud Lajeunie, photographer, and Ursina Gysi, stylist.

MATTO magazine issue 1 / 2018 - Masaho Anotani, studio visit, Tokyo.
Photography MATTO Studio.

MATTO magazine issue 1 / 2018 - Masaho Anotani, studio visit, Tokyo.
Photography and text by MATTO STUDIO.

How did you find this place?

Do you think people here in Japan understand or respond to your work differently
than they did in Paris? I am thinking of Miho who was trying to translate something
from Japanese to English for me yesterday and was saying that it is not possible to
exactly translate the word because in Japanese you express rather the mood, that
all is more abstract. That’s a completely different way of expressing. Do you think
this is reflected in your work?

First I stayed in Takaido in Suginami close to the centre of Tokyo with my friend.
We rented the place for two years. Then I thought it was time to find another place
because I needed more space to make work. I started to look for something bigger
and cheap, which meant outside of Tokyo. Kokobunji is kind of the end of Tokyo.
If you go any further, it’s not Tokyo anymore. It’ s not so easy to go to the centre
from here or to come back. I found this place online. I first saw a small picture
with funny colours. Did you see the red and green colours at the entrance of the
building? I thought it was quite cute, it’s super old school Japanese design.

I can say art is one of those languages. If I need to explain my artwork it’s totally different and
I think impossible, there is no answer. Text is quite difficult for me, words are very strong.
Sometimes it helps to explain but sometimes it kills the essence and the impression of works, of it
all. The designer of my book asked me to write a statement for the introduction. I didn’t want to
have one statement but I knew what I wanted to do. Instead of writing a statement, I tried to make
a super abstract poem. You can imagine much more from the poetry. I didn’t want to close the
work to some title instead I tried to make a mood from the words.

So it’ s cheaper here than in Tokyo?
It’s SUPER cheaper here ! I pay maybe four hundred euro a month. When I saw
the picture online, I asked the company to come see the place and the guy told
me: ‘Oh really? Are you sure? It’ s too old and for few years nobody lived there’.
When he brought me here he said : ‘The entrance looks a little antique’. By which
he just meant old but I like how this place looks.

I agree that the poem works much better than any kind of statement. It’s at the
very beginning and you don’t tell the reader what to expect, what the books is.
The book is like a universe or an expedition in a jungle. It’s a super nice object - I
like the way it’s taped all around the edges with scotch tape, just like a parcel. It’s
quite mysterious, and there is so much to explore. There is not even your name
on it, just Steidl written in huge letters. The first time I saw the book I thought
it was about the publishing house. Inside it’s like an explosion - there are your
drawings everywhere and then every couple set of pages there is the white page
with a small computer folder icon in the middle, and then you turn the page, and
it explodes again. There is almost no order to it. You have to spend time with the
book to understand what it is.

How do you find living here? It is such a contrast to the centre of
Tokyo.
Downstairs of this house there is just one animation studio so after 5pm no-one
lives here. I can run, sing in loud voice, work until midnight.
You both live and work here at this flat. Do you find it difficult? Or,
because your inspiration comes mainly from everyday life, it does
not disturb you?

The folder icon was a nice idea of the graphic
designer. He wanted to show how he felt when
he saw my work, he wanted to keep his first
impression. I sent him sketchbooks, a huge
amount of my work, DIY books. There was the
original photography of my work in folders. He
said he was surprised when he opened it all.

It is quite difficult but in the past two years I found a nice way to work. When I
wake up, I go to the forest. It’ s fifteen minutes from here, there is green everywhere
and I stay there until I completely woke up, absorbing the fresh air, concentrating
on the day. Then I come back and start working. It is just like when some people
commute to a company from their house.
How do you know when to stop working?

Actually, I can often understand my work
after finishing it, sometime at the exhibition I
talk about my work and words come out of my
mouth that I would not expect. There I start
to understand more about my work. When
making the work, maybe I just think if I like
it or not but I don’t know what I want to make
exactly, it’ s subconscious. But I feel something a kind of a mood.

If I feel tired, or hungry.
You had your first ever solo show ‘ Escape Velocity’ in 2014 in Tokyo.
What happened after?
I just started living in Tokyo then. Nobody knew about me and I knew nobody
here, I did not even know the streets. I arrived like you. All changed after the solo
exhibition because many people came to see it. One day a man, who looked very
stylish, came into the gallery. It is a magical miracle story. I was in the gallery
and I talked to him about the exhibition and then he talked quietly with some
other people and asked me who is the artist - and I said it’ s me. He thought I was
the staff. Then he asked me right away if I was interested in collaboration with a
fashion brand. It was Zucca and I started a project with them.

Did you study at an art school?
Yes, in Kyoto, and before graduation I studied at
Gerrit Rietveld Academie in Amsterdam.
How was it there?

You also made prints for Comme des Garcons …

It was great, the opposite of my university in
Kyoto where I was for four years.

Yes, that was after my book came out. The designer of the book works with them.
He gave the book to Rei and I had a phone call from Singapore ‘Could you meet
Rei at the office?’ So the next day I met Rei.

Which one do you prefer?

How is she?

My mind is very eastern and my base is totally
different from European way. It was super hard
to explain my artwork in Amsterdam. I tried to
express in my way but it’s too eastern I think.

Amazing. I can say she is a cute witch. I tried to talk about my work but I talked
with her eyes. The colour of her eyes was like this clear blue glass. She looked at
me but she looked at something inside, in my core. She talked to my core, so I
answered to her core. It lasted just maybe ten or fifteen minutes. She had a copy
of my book, there were so many bookmarks, she already selected the images she
wanted.

How did you chose the school in Kyoto?

We have talked about the gallery
environment and how it can be so
suffocating - all the artist dinners
with gallerists, curators, and funders,
is not in a city, it is a small gallery in the forest, super countryside
the over intellectualisation…
but so many famous artists came down to show, for example Mark
Borthwick. That’ s crazy. It takes about three hours from Tokyo to
I can say that’s super boring but at the same
get there but people go. I understand why because they really believe
time it is a chance to show my work to more
in artwork, they make a perfect atmosphere for an artist to express
people. You have to do that but I don’t need
himself. Of course they need to make sales to keep the gallery going
to obey. Galleries talk just about money.
but they focus on the artist, they want to make time and experience.
I say yes, yes, yes but what I need to do is
to make my work, not their work. If I do
Do you want to stay in Tokyo?
my best for my work, maybe they will say
yes. But if I obey to the gallery and make
Tokyo is not green enough, there is less tradition but there is always a
something different from my work then
kind of new wave from the inside of Tokyo to the outside, it is always
they will maybe ask for more and more and
changing. It is interesting but too busy for me sometimes. No, I don’t
then I will be like a zombie.
want to stay. If I can I want to move to the countryside. I need space
in the wild to create. In Tokyo the people can help me to survive. I call
Did someone from a gallery tell you
those people flowers. They live in the flowerbed district. If you are lost
it’s better if you do this or that?
in the metropolis, you need to go to the flower district and meet very
nice people, like flowers, they give you the energy to keep being in the
Yes, they suggested solutions from other
metropolis. There is no mountain or big river in Tokyo but sometimes
artists or other art movement because
the people can be the replacement for nature.
they think it would sell better. But one of
my favourite galleries is Gallery TRAX in
Yamanashi. I think it is the best gallery in
Japan. They believe in the artist. The place

I met one guy when I was at high school, he was the professor there. I just fell
in love with his mind so I chose the department he was in. But I wanted to
do something creative since my childhood. I did create a lot as a child in the
countryside but I did not think of it as creation, more as a play with nature. Now
it is the same, but I have to survive, that is the difference. Every time I create it’s
super experimental, like the play in the wild. Maybe you find something new
that you have never seen before. I keep everything even if it’s rubbish. I just keep
it and there is a strange situation when the next time you start to create, you will
find something useful in all the stuff. Cut it up, destroy. Actually I don’t think of
it as destroying, just making change.
How was the time after
art school? Did you
know what you were
doing?
I felt confused. Almost all
the professors and artists
I talked with about my
future said it’ s super hyper
difficult, especially with my
kind of artwork because it’ s
not friendly or commercial.
But I didn’t want to change.
I had two choices after the
school, either to go abroad
or to move to Tokyo. I never
lived in Tokyo before and I
thought I needed to spend
some time there. I am
Japanese and I needed to
know what was happening
in the centre of Japan.
How is the arts here
in Tokyo then? We
spent a few days going
around galleries, and it
feels very different to
Paris, London or New
York, other capitals.
There are many small galleries spread out, scattered between
lot of commerce. We went to the Hermes Foundation, expecting
something like the Louis Vuitton Foundation in Paris but the gallery
space had just two rooms. The rest of the huge luxfer building was
essentially just a Hermes store. Then we went to see Araki show,
which was great, but again it was just one room, sort of hidden.
In Japan, the modern art should be more friendly to Japanese. When Japanese
think about art, they feel some huge border between art and them. They don’t
go to galleries here so much, they feel too much distance. People think they
cannot understand. When there was a huge exhibition of Yayoi Kusama last
year, people did not stop queuing, everybody wanted to go and take a photo. But
for Francis Bacon or Picasso it was not the same. Yayoi Kusama looks cute, the
colours. It’s easy to enjoy.
Do you listen to music when you work?
No, I don’t need it. I need silence but I listen to music if there is noise from the
outside, or if I need something to switch the mood, or if I want to take a break
but then I restart to work.

Do you use computer for research?
No, I have computer just in case but I don’t use it for work so much. I use
Illustrator or Photoshop to make posters and cards but not for research.
What kind of projects do you work on right now?
Louis Vuitton made a new mascot called Vivienne and they did many pop up
events in the world celebrating the birth of her. They did a special pop up in
Shibuya and I got an order to decorate the sculpture of Vivienne for there. At
the beginning I really didn’t want to do this. I thought I don’t know anything
about Vivienne and I really didn’t want to draw on it. But my mum said you
should do it, you are young you need to have some experience.
Is it possible to be an artist in Tokyo and survive just by making
artwork?
At the beginning when I lived in Tokyo I had part time jobs in a bookstore or
a liquor shop, as a waiter. Sometimes in a huge factory with no sunshine, you
had to be like a machine. I don’t do these jobs anymore. Actually I had a job
in a gallery, I was building up the exhibitions and doing the event openings. I
quit that job to go to Paris because I went for two months. It was for too long
and it was not good for the company.
Did you enjoy Paris?
J’adore Paris. I like that everyone just does what they want to do. Their rhythm
is their rhythm. They don’t care about other people. In Tokyo everyone cares
too much of what other people think, the opinion of the others.
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