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EMMA ENDERBY Where are you in the world? 
DAVID DOUARD  Right now, I’m in the south of France, in  

 my father’s house. 
EE In Perpignan?
DD Yes, I am staying one week here. I enjoy it. My fa-

ther, who is a gardener, is here too. I live in a big 
garden.

EE That somehow makes sense with your work.
DD Oh, do you think?
EE Yeah, and maybe we can begin from there… 
What’s always struck me about your work, something that I 
personally appreciate, is that there is no antagonism be-
tween the so-called digital and the real. This aspect reso-
nates with me. I’ve often found it kind of strange when peo-
ple talk about the digital and the physical as if they aren’t 
the same thing—the digital holds the physical and the 
physical holds the digital.
DD You’re right. Actually, it’s funny that I’m here right 

now. I was watching TV, had a computer quite 
early and played video games a lot here. So I re-
member I put at the same level the TV, the screen, 
and the window… I put digital reality at the same 
level as the flowers outside, the animals, the wind, 
the sun, everything. That was really important for 
me to have those things together at the same 
level.
Later I was thinking about how it could be possi-
ble to translate this materiality of the digital and 
its emotional e!ect. I was watching a lot of TV 
then, so the outside was corrupted by what I saw 
through technology—the TV, the computer, the 
internet. I guess that’s my generation. I figured 
out that I could use this new platform to express 
myself and enter a space where I could exchange 
with other people. I realized that I could also con-
nect with people through this platform and not 
only be passive with it. So I started to work from 
this feeling. That was my departure point. It was 
not about the knowledge of technology, but 
about the emotion and feeling that you have from 
your experience with technology. That’s why I 
like Fluxus—they made dead objects, but alive 
inside. It’s a failure, something is wrong, some-
thing doesn’t work. I like that.

EE Do you ever think about Robert Rauschenberg 
as well? I was just thinking about his Combines while you 
were speaking, how they are time capsules in a way, but 
are also speaking about the anonymity in the world of re-
production, the world of information, and our emotional at-
tachment to them. I’m referring to common images and our 
relationships to them when they work and fail. His work 
came to my mind while you were speaking and I was won-
dering if it’s ever been a reference for you.
DD Rauschenberg, yes. But I came to his works later, 

at the beginning I was more inspired by 
Broodthaers. In the end, it was more conceptual. 
And it became something material, but it was un-
intentional at the beginning. 

EE Right. I think Rauschenberg said something 
about a picture being the real world for him when it’s made 
from the real world. But I guess you don’t intend to repre-
sent the real world through the materials you are working 
with, but rather the emotional reality of these things in our 
world. One thing that I think is interesting though is the an-
onymity related to both of these artists, Broodthaers and 
Rauschenberg—materials are anonymous through their 
commonness. Clearly, that’s been something that you’ve 

been drawn to and worked with a lot. When you source on-
line conversations, poems or images to make them be-
come your material, they’re often anonymous.
DD  Yeah, it came from the beginning again, and my 

intention to be an artist without any actual inten-
tion. I came from graffiti. I did a lot of graffiti here 
in the south of France, and I remember the way 
the use of language was important to me be-
cause this form of expression entails the corrup-
tion of language. I found it important for me be-
cause, as Burroughs said, when you cut up the 
newspaper, you cut up society. Graffiti was like 
that for me, even if I was not aware of Burroughs 
at that time. I was very inspired by this idea of 
making a mark on society. Graffiti is a presence 
in the street, in the city, using language, but for 
myself. And, of course, it’s related to anonymity.
When I started to discover all of those things on-
line, and to make objects with them, I was in-
spired by the Anonymous movement, because I 
found the same energy in graffiti as on the inter-
net platform. It started with Facebook and some 
blogs. It was very helpful at that moment to read 
some writers who were using a collage of blog 
texts—Dennis Cooper, for example.
It is again a matter of borders, because the words 
and the language in the plaster were like a form 
of vitality, like a ghost inside the material. 
Anonymity is essential for me because it’s a part 
of my work, which is political somehow—through 
anonymity I can use a mask. I also think about 
the destruction of an ego in a work. When I start-
ed doing research about poetry online, the most 
important aspect was the people who chose av-
atar names or anonymous comportment online. I 
found this silent presence really interesting. Who 
knows? Who cares about that? But it is still there 
and I investigated how it could be present and 
material in my work.

EE I remember that feeling, those early days of AOL 
chat rooms and MSN Messenger where everyone was 
anonymous in a sense. Although it came with darkness in 
some ways, I kind of loved that you could project whatever 
you imagined or hoped onto this person, you could make 
them whoever you wanted them to be. I guess that’s the 
danger too. 
I’d like to ask about architecture and environments. I had 
just seen the Isa Genzken exhibition at MoMA, and then I 
got on the train and went to the SculptureCenter and I saw 
a show of yours for the first time. I remember thinking that 
made so much sense that those two shows were on at the 
same time in the city. I’m sure it was not remotely intention-
al by the curators. I thought about your work in relationship 
to Genzken’s, post Fuck the Bauhaus, where she started 
making these insane objects, materials, colors, recreating 
architectural skyscrapers and the city streets. Your show 
was also about the city, and the kind of urban systems that 
are essential but that you don’t necessarily experience, like 
sewage. I saw a connection in you both abandoning—or 
maybe shredding is a better word—ideas around order 
and power. For me, this was really tied to the way that you 
were thinking about architecture. So, I just wanted to hear 
your thoughts about that relationship and how this aspect 
has become more and more present in your work.
DD Thank you. I remember I saw that show too at the 

time. That was a great experience. Architecture 
is important, always. And yes, it’s become very 
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important recently, more and more. I think when I 
started to do it, it was the extension of sculpture, 
let’s say, like volume in general, with the idea to 
create an environment for sculpture. I do believe 
that in contemporary art we can build things with 
an idea of corrupted architecture, things that are 
schizophrenic and about the thoughts that we 
have at the time. The public and the private space 
are intertwined, and I’m super excited by that. 
The colors of the wall in the private space and 
then fences in public spaces. My work mixes 
these realities to build the experience of the 
space. 

EE You just mentioned color. That’s another element 
that has always struck me about your work and environ-
ments. We have just experienced with brat, yet again, how 
color can capture a moment, a vibe, a collective feeling. I 
would like to hear more about color, because you’ve used it 
since the beginning in very direct ways and it plays a very 
prominent role in your work. How do you connect those 
colors to the kind of wider emotional state that you’re cre-
ating with your works? 
DD I really enjoy working with colors in my studio, 

with a particular attraction to colors that are not 
pleasant to live with. The colors used for admin-
istration interest me the most, and especially the 
ones we find in children’s schools and globalized 
modern cities. There is an emotional artifice in 
the use of colors that fascinates me. What I do 
most often is to think of color as an emotion that 
di!uses into the sculptures, like a form of con-
tamination. This allows me to conceive the exhi-
bition space as a fluid place, where the environ-
ment is connected to the objects it hosts. In my 
opinion, this is what we do as humans.

EE  You’ve been in shows or made works about the 
mirroring of essential things in our lives or systems that 
aren’t necessarily visible or seen, like the sewage system 
or transport, or generally ideas about public space. It’s in-
teresting that you’ve been included in a few shows that look 
at that type of abstraction artists are exploring. Infrastructure, 
architecture and technologies are being explored through 
abstracted terms because they’re often abstract to us. 
There isn’t a kind of transparency in the way that we oper-
ate in the world, at all. A friend of mine once called this ap-
proach “infrastructural aesthetics,” a definition I liked. This 
feels really relevant to your work, that kind of layering and 
abstracting of information to create an experience of a 
thing. I would like to hear about how you see abstraction in 
those terms.
DD That’s a good question. It’s hard to explain. I often 

think about the right to respond we have in the 
face of the dictatorship of industrially produced 
objects. The emotions we maintain about some-
thing like an IKEA table, for example, fascinate 
me; it’s a visible form of our state of mind on an 
object. It becomes the foundation of our lives. I 
like to understand an object in that way. When I 
start to make an object, I have an idea. And it’s a 
lot about the collage, and how you can have an 
object, which is like a ready-made, something I 
bought or found in the street. I turn it on every 
side, see every shape, and it becomes something 
else and then it starts to have di!erent elements 
around it, until it finally becomes abstract. I also 
realized that my objects are hard to catch or un-
derstand—it’s not about being intentionally 

obscure but more about using abstraction as a 
form of resistance in the world. I am also looking 
for something when I’m making an object that I’m 
still learning about—this new object doesn’t ex-
ist in the world, but it comes from that which al-
ready exists. My use of abstraction comes from 
not wanting to shape the object in a political 
way—objects don’t have to say anything to the 
world, although they of course contain some-
thing. I really like abstraction as a form of resist-
ance to objectivization, but then the object al-
ways has something to say.

EE It makes sense. Something I’ve often felt when 
I’ve looked at your work is that there’s this kind of dizzi-
ness. Your use of abstraction connects to this dizziness. 
You talk about abstraction as a form of resistance, but 
there’s also a radical refusal of any kind of consistency. 
One might recognize something, or connect things in a 
work, but then it also breaks apart with contradictions.
DD There is a certain desire to highlight a form of in-

efficiency, softness, a weariness of being, while 
using the shapes or materials of power, like a 
corruption of thought. I see passivity as a form of 
resistance to the forced march of the world. 
That’s probably why the adolescent world fasci-
nates me so much, and why I constantly return to 
it to capture images and postures. 

EE Right, like your interest in adolescence is tied so 
concretely to the nature of your work. The process of com-
ing of age is messy, contrary, abstract—efficient only 
through inefficiency—but in the end it takes form.
DD I believe objects are receptacles, witnesses of 

life, and my work is to make these objects emit 
their contained energy, without ever confining 
them. This goes through multiple contradictory 
states in which I have established my language. 
Talking about adolescence and its attitudes, I 
also think of this in-between state, a suspension 
where doubts and questions arise. A state that, 
as you said earlier, isn’t “consistent,” but carries 
a strong will with it. 
For me, adolescence doesn’t stop at adulthood 
but extends and a!ects us beyond the bounda-
ries of age. We are immersed in this floating 
state and try to make something out of it. 
And while this state may be something difficult 
to live with, I believe that something interesting 
can always emerge from it. 
This sense of floating is already a desire to re-
fuse to conform to what is given, to remain in 
between. Inconsistency has a political meaning, 
from which something positive can be drawn: a 
force for change. 
When I create forms, when external elements 
come into my work, I try to corrupt their initial 
destination to make them more undecided, more 
ambiguous. From abstraction, or inefficiency, 
and sometimes even from absurdity, a kind of 
truth often emerges. I believe we need to learn 
to let go, allowing things to unfold without trying 
to control everything. It’s also a belief in the ca-
pacity of works of art to make life gentler. I must 
feel so much anger at times, considering the 
world in which I live, that even a simple plastic 
flower can calm me down. It all depends on the 
importance we give to things.

EE I was triggered by this thought when you 

something but it never comes. Through sound, 
one is always aware of something going on in the 
exhibition space, it draws attention. And it be-
comes something that I don’t control. I do some 
beats on my computer and then also in the space, 
but it’s not just one speaker, I try to put speakers 
everywhere. It’s a challenge for me to make a si-
lent object. Sometimes the sound is literally in-
side the sculpture. For me, it’s to create attention 
for the viewer, so they pay attention to some-
thing going on. Which is also about time. Because 
when viewers come into the space, they are on 
their own time, but the sound can put pressure 
on that time, so it’s about attention and time. It’s 
like color, actually—it’s like, “Hey, something is 
happening here.” But as the sound is never com-
plete, it’s a surprise. I use a lot of silence too, so 
people don’t know when the sound comes in. I 
like this deception, you know, I like when people 
ask, “What is it? Why?” I think I can’t do a show 
without sound now. I love that.

EE Sound, object, architecture, color, are creating 
this attention, but also movement? There’s a sort of chore-
ography in how you can move people in space.
DD It’s all of that. And attention is important for the 

object. To pay attention. It also reminds me of the 
political ideas that I want to put in my work. I’m in-
terested in political movements that 
cannot be captured. By definition, 
sculpture captures life, but the goal is 
to render things muted and under-
ground so they become more corrosive 
and powerful over time. I really like the 
idea of something being haunted by a 
thought, but that thought never being 
fixed. It’s a challenge I love when work-
ing with objects. That’s why sound, 
colors, and environments are impor-
tant, as they reveal and affirm the pres-
ence of an absence, which feels accu-
rate to me in relation to the world I live 
in. It’s about challenging objectification 
while using its own power structure.

EE It’s that idea of abstraction, again. 
DD Yes, that’s why I love the Joker mask so 

much. It only shows a smile, but it con-
tains so much of our time. It hides a vi-
tality that dances in silence. We can 
dance with it if we give it attention.

IN CONVERSATION WITH EMMA ENDERBY !�&

mentioned the dirty flower. I was recently rereading a text 
by Mike Kelley about the uncanny, and I was trying to think, 
what is that now? What Kelley was trying to connect to is 
this Freudian understanding, where there’s this perversion 
of mass culture or the fear of the thing that generates it. 
And I guess I get that same feeling when I look at your 
work. You already used this word—contaminating. 
DD That’s a nice compliment. Yeah, Mike Kelley!!! I am 

also a big fan of Tetsumi Kudo. Maybe the key point 
to understand what can be an uncanny today is to 
go back to Kudo, I guess. Like this pollution, and 
corruption of technology. He was very visionary 
about the world we live in today, wasn’t he? 

EE For sure. And the way Kudo criticized the unique 
status of the human being, for example.
You have curated a group show at CURA.’s Basement 
Roma space, which makes sense, given also the way you 
work. I was curious to hear about your approach to this 
show as a network, which is how it feels.
DD I really enjoy working on collective projects. This 

is an exhibition that reflects my generation, 
shaped by my emotions about how those around 
me do things, and we all inspire each other. I think 
it makes sense today. The starting point was this 
Winnie the Pooh by Nicolas Ceccaldi, which I’ve 
lived with in my apartment for a while. I wanted to 
talk about the global state of alienation through 
connected objects and their underlying control 
over bodies. I also wanted to showcase Dennis 
Cooper’s animated GIF novel, captured from his 
blog. The idea here is to use today’s visible tools 
and turn them into poetry and emotion, with a 
strong adolescent aesthetic present throughout.
I also invited Valerie Keane to show a sculpture, 
where I was thinking about the ornament of im-
agination. I was imagining someone on their bed, 
lying, and thinking about something, and then I 
wondered how I could materialize this. Valerie 
Keane’s sculpture for me was the ornament that 
you need to have inside your head, and inside 
your body, to be strong enough to grow up, after 
the Winnie the Pooh childhood moment [laughs]. 
The sculpture is like an armure, but it’s just a 
sculpture, you cannot wear it, it’s just there. I also 
invited Antoine Trapp, who is working with an ar-
tificial intelligence platform, which he is trying to 
cannibalize, the machine cannibalizing itself. He 
creates an image with this, which is quite beauti-
ful, he makes research binders with it. I was su-
per inspired by this idea of the machine cannibal-
izing itself, like a solitary machine by Duchamp or 
something. 

EE In the exhibition there is also sound, as always in 
your work. I was watching the Louvre video you made. It is 
so good, like a Pokémon zombie situation in the museum, 
and that basically is the experience one has there, right? A 
zombie on a Pokémon quest but the Pokémon is Delacroix. 
The sound in it is so hyper and catchy and dark and weird. 
I’d like to hear about how sound plays a role within your 
work and exhibitions. 
DD Yes, sound is very important. I do music on the 

side, as well. For this video, the Louvre one, I used 
a feed recorder. And then I put some other sound 
that I made on it, like emotional things that I had 
inside of me when I was in the Louvre. But in gen-
eral, when I’m working with sound, it’s like a stut-
tering—a sound that is like a promise of G

LO
w

’ r
ep

lic
a,

 2
0

24
 (d

et
ai

l) 
C

ou
rt

es
y:

 th
e 

ar
tis

t (
p.

 1
82

) C
ar

te
 B

la
nc

he
 à

 D
av

id
 D

ou
ar

d 
w

ith
 N

ic
ol

as
 C

ec
ca

ld
i, 

V
al

er
ie

 K
ea

ne
 a

nd
 

A
nt

oi
ne

 T
ra

pp
, i

nn
er

 G
LO

w
’ r

ep
lic

a 
(in

st
al

la
tio

n 
vi

ew
), 

B
as

em
en

t R
om

a,
 2

0
24

 P
ho

to
: D

an
ie

le
 M

ol
aj

ol
i C

ou
rt

es
y:

 th
e 

ar
tis

t a
nd

 
B

as
em

en
t R

om
a 

(p
p.

18
4-

18
5)

 O
pt

im
iz

ed
 H

ea
rt

 (i
ns

ta
lla

tio
n 

vi
ew

), 
U

C
C

A
 C

en
te

r f
or

 C
on

te
m

po
ra

ry
 A

rt
, A

ra
ny

a 
G

ol
d 

C
oa

st
, B

ei
da

ih
e,

 
C

hi
na

, 2
0

23
 P

ho
to

: S
un

 S
hi

 C
ou

rt
es

y:
 th

e 
ar

tis
t, 

U
C

C
A

 C
en

te
r f

or
 C

on
te

m
po

ra
ry

 A
rt

 a
nd

 G
al

er
ie

 C
ha

nt
al

 C
ro

us
el

, P
ar

is
 (p

p.
 1

86
-1

87
)



¬π

Spotlight David Douard In Conversation With Emma Enderby
CURA, N°43, Fall—Winter, 2024—2025, p.170-189.

SPOTLIGHT DAVID DOUARD !��

important recently, more and more. I think when I 
started to do it, it was the extension of sculpture, 
let’s say, like volume in general, with the idea to 
create an environment for sculpture. I do believe 
that in contemporary art we can build things with 
an idea of corrupted architecture, things that are 
schizophrenic and about the thoughts that we 
have at the time. The public and the private space 
are intertwined, and I’m super excited by that. 
The colors of the wall in the private space and 
then fences in public spaces. My work mixes 
these realities to build the experience of the 
space. 

EE You just mentioned color. That’s another element 
that has always struck me about your work and environ-
ments. We have just experienced with brat, yet again, how 
color can capture a moment, a vibe, a collective feeling. I 
would like to hear more about color, because you’ve used it 
since the beginning in very direct ways and it plays a very 
prominent role in your work. How do you connect those 
colors to the kind of wider emotional state that you’re cre-
ating with your works? 
DD I really enjoy working with colors in my studio, 

with a particular attraction to colors that are not 
pleasant to live with. The colors used for admin-
istration interest me the most, and especially the 
ones we find in children’s schools and globalized 
modern cities. There is an emotional artifice in 
the use of colors that fascinates me. What I do 
most often is to think of color as an emotion that 
di!uses into the sculptures, like a form of con-
tamination. This allows me to conceive the exhi-
bition space as a fluid place, where the environ-
ment is connected to the objects it hosts. In my 
opinion, this is what we do as humans.

EE  You’ve been in shows or made works about the 
mirroring of essential things in our lives or systems that 
aren’t necessarily visible or seen, like the sewage system 
or transport, or generally ideas about public space. It’s in-
teresting that you’ve been included in a few shows that look 
at that type of abstraction artists are exploring. Infrastructure, 
architecture and technologies are being explored through 
abstracted terms because they’re often abstract to us. 
There isn’t a kind of transparency in the way that we oper-
ate in the world, at all. A friend of mine once called this ap-
proach “infrastructural aesthetics,” a definition I liked. This 
feels really relevant to your work, that kind of layering and 
abstracting of information to create an experience of a 
thing. I would like to hear about how you see abstraction in 
those terms.
DD That’s a good question. It’s hard to explain. I often 

think about the right to respond we have in the 
face of the dictatorship of industrially produced 
objects. The emotions we maintain about some-
thing like an IKEA table, for example, fascinate 
me; it’s a visible form of our state of mind on an 
object. It becomes the foundation of our lives. I 
like to understand an object in that way. When I 
start to make an object, I have an idea. And it’s a 
lot about the collage, and how you can have an 
object, which is like a ready-made, something I 
bought or found in the street. I turn it on every 
side, see every shape, and it becomes something 
else and then it starts to have di!erent elements 
around it, until it finally becomes abstract. I also 
realized that my objects are hard to catch or un-
derstand—it’s not about being intentionally 

obscure but more about using abstraction as a 
form of resistance in the world. I am also looking 
for something when I’m making an object that I’m 
still learning about—this new object doesn’t ex-
ist in the world, but it comes from that which al-
ready exists. My use of abstraction comes from 
not wanting to shape the object in a political 
way—objects don’t have to say anything to the 
world, although they of course contain some-
thing. I really like abstraction as a form of resist-
ance to objectivization, but then the object al-
ways has something to say.

EE It makes sense. Something I’ve often felt when 
I’ve looked at your work is that there’s this kind of dizzi-
ness. Your use of abstraction connects to this dizziness. 
You talk about abstraction as a form of resistance, but 
there’s also a radical refusal of any kind of consistency. 
One might recognize something, or connect things in a 
work, but then it also breaks apart with contradictions.
DD There is a certain desire to highlight a form of in-

efficiency, softness, a weariness of being, while 
using the shapes or materials of power, like a 
corruption of thought. I see passivity as a form of 
resistance to the forced march of the world. 
That’s probably why the adolescent world fasci-
nates me so much, and why I constantly return to 
it to capture images and postures. 

EE Right, like your interest in adolescence is tied so 
concretely to the nature of your work. The process of com-
ing of age is messy, contrary, abstract—efficient only 
through inefficiency—but in the end it takes form.
DD I believe objects are receptacles, witnesses of 

life, and my work is to make these objects emit 
their contained energy, without ever confining 
them. This goes through multiple contradictory 
states in which I have established my language. 
Talking about adolescence and its attitudes, I 
also think of this in-between state, a suspension 
where doubts and questions arise. A state that, 
as you said earlier, isn’t “consistent,” but carries 
a strong will with it. 
For me, adolescence doesn’t stop at adulthood 
but extends and a!ects us beyond the bounda-
ries of age. We are immersed in this floating 
state and try to make something out of it. 
And while this state may be something difficult 
to live with, I believe that something interesting 
can always emerge from it. 
This sense of floating is already a desire to re-
fuse to conform to what is given, to remain in 
between. Inconsistency has a political meaning, 
from which something positive can be drawn: a 
force for change. 
When I create forms, when external elements 
come into my work, I try to corrupt their initial 
destination to make them more undecided, more 
ambiguous. From abstraction, or inefficiency, 
and sometimes even from absurdity, a kind of 
truth often emerges. I believe we need to learn 
to let go, allowing things to unfold without trying 
to control everything. It’s also a belief in the ca-
pacity of works of art to make life gentler. I must 
feel so much anger at times, considering the 
world in which I live, that even a simple plastic 
flower can calm me down. It all depends on the 
importance we give to things.

EE I was triggered by this thought when you 

something but it never comes. Through sound, 
one is always aware of something going on in the 
exhibition space, it draws attention. And it be-
comes something that I don’t control. I do some 
beats on my computer and then also in the space, 
but it’s not just one speaker, I try to put speakers 
everywhere. It’s a challenge for me to make a si-
lent object. Sometimes the sound is literally in-
side the sculpture. For me, it’s to create attention 
for the viewer, so they pay attention to some-
thing going on. Which is also about time. Because 
when viewers come into the space, they are on 
their own time, but the sound can put pressure 
on that time, so it’s about attention and time. It’s 
like color, actually—it’s like, “Hey, something is 
happening here.” But as the sound is never com-
plete, it’s a surprise. I use a lot of silence too, so 
people don’t know when the sound comes in. I 
like this deception, you know, I like when people 
ask, “What is it? Why?” I think I can’t do a show 
without sound now. I love that.

EE Sound, object, architecture, color, are creating 
this attention, but also movement? There’s a sort of chore-
ography in how you can move people in space.
DD It’s all of that. And attention is important for the 

object. To pay attention. It also reminds me of the 
political ideas that I want to put in my work. I’m in-
terested in political movements that 
cannot be captured. By definition, 
sculpture captures life, but the goal is 
to render things muted and under-
ground so they become more corrosive 
and powerful over time. I really like the 
idea of something being haunted by a 
thought, but that thought never being 
fixed. It’s a challenge I love when work-
ing with objects. That’s why sound, 
colors, and environments are impor-
tant, as they reveal and affirm the pres-
ence of an absence, which feels accu-
rate to me in relation to the world I live 
in. It’s about challenging objectification 
while using its own power structure.

EE It’s that idea of abstraction, again. 
DD Yes, that’s why I love the Joker mask so 

much. It only shows a smile, but it con-
tains so much of our time. It hides a vi-
tality that dances in silence. We can 
dance with it if we give it attention.

IN CONVERSATION WITH EMMA ENDERBY !�&

mentioned the dirty flower. I was recently rereading a text 
by Mike Kelley about the uncanny, and I was trying to think, 
what is that now? What Kelley was trying to connect to is 
this Freudian understanding, where there’s this perversion 
of mass culture or the fear of the thing that generates it. 
And I guess I get that same feeling when I look at your 
work. You already used this word—contaminating. 
DD That’s a nice compliment. Yeah, Mike Kelley!!! I am 

also a big fan of Tetsumi Kudo. Maybe the key point 
to understand what can be an uncanny today is to 
go back to Kudo, I guess. Like this pollution, and 
corruption of technology. He was very visionary 
about the world we live in today, wasn’t he? 

EE For sure. And the way Kudo criticized the unique 
status of the human being, for example.
You have curated a group show at CURA.’s Basement 
Roma space, which makes sense, given also the way you 
work. I was curious to hear about your approach to this 
show as a network, which is how it feels.
DD I really enjoy working on collective projects. This 

is an exhibition that reflects my generation, 
shaped by my emotions about how those around 
me do things, and we all inspire each other. I think 
it makes sense today. The starting point was this 
Winnie the Pooh by Nicolas Ceccaldi, which I’ve 
lived with in my apartment for a while. I wanted to 
talk about the global state of alienation through 
connected objects and their underlying control 
over bodies. I also wanted to showcase Dennis 
Cooper’s animated GIF novel, captured from his 
blog. The idea here is to use today’s visible tools 
and turn them into poetry and emotion, with a 
strong adolescent aesthetic present throughout.
I also invited Valerie Keane to show a sculpture, 
where I was thinking about the ornament of im-
agination. I was imagining someone on their bed, 
lying, and thinking about something, and then I 
wondered how I could materialize this. Valerie 
Keane’s sculpture for me was the ornament that 
you need to have inside your head, and inside 
your body, to be strong enough to grow up, after 
the Winnie the Pooh childhood moment [laughs]. 
The sculpture is like an armure, but it’s just a 
sculpture, you cannot wear it, it’s just there. I also 
invited Antoine Trapp, who is working with an ar-
tificial intelligence platform, which he is trying to 
cannibalize, the machine cannibalizing itself. He 
creates an image with this, which is quite beauti-
ful, he makes research binders with it. I was su-
per inspired by this idea of the machine cannibal-
izing itself, like a solitary machine by Duchamp or 
something. 

EE In the exhibition there is also sound, as always in 
your work. I was watching the Louvre video you made. It is 
so good, like a Pokémon zombie situation in the museum, 
and that basically is the experience one has there, right? A 
zombie on a Pokémon quest but the Pokémon is Delacroix. 
The sound in it is so hyper and catchy and dark and weird. 
I’d like to hear about how sound plays a role within your 
work and exhibitions. 
DD Yes, sound is very important. I do music on the 

side, as well. For this video, the Louvre one, I used 
a feed recorder. And then I put some other sound 
that I made on it, like emotional things that I had 
inside of me when I was in the Louvre. But in gen-
eral, when I’m working with sound, it’s like a stut-
tering—a sound that is like a promise of G
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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 
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DAVID DOUARD
en conversation avec

MAURJZIO CATTELAN

GENERATION
NETFLIX

Enfant de l'ère numérique, David Doua rd (né en 1983) développe une œuvre poreuse
et complexe où se mêlent sans hiérarchie machines et organismes, nouvelles

technologies et poésie, salive et processus de transformation du langage.
Il aborde avec Maurïzio Cattelan les films de Gregg Araki, l'acné et son exposition

présentée au Palais de Tokyo.

Page de droite, David Douard.
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Maurizio Cattelan :
Bonjour David, rapide aperçu, qui es-tu ?
Quel âge as-tu ? Où vis-tu et travailles-tu ?

David Douard :
Bonjour Maurizio, j'ai 30 ans, je vis et
travaille à Aubervilliers en banlieue

parisienne, dans cet espace suburbain ou il
se passe beaucoup de choses et qui est pour

moi une source d'inspiration

II y a un certain nombre de références
musicales ou cinématographiques des

années 1990 dans ton travail, très
génération Netflix. Je pense à Gregg Araki,
à Belle et Sébastien ou au groupe inde pop

Unrest (So so sick). Comment toutes ces
références disparates s'articulent-elles

dans ta pratique ?
Ma generation a beaucoup regardé la

telévision et la digère peu à peu C'est une
référence incontournable pour les artistes,
comme l'était la peinture de paysages a une
epoque Adolescent, je regardais

beaucoup de programmes
américains, cela a été une

education parallèle qui m'a
marque Mon but est d'arriver a

énoncer autant le regardeur que le
regardé en utilisant le médium

qui les sépare comme outil
conceptuel.

Je pense mes pièces comme des peaux, ce sont
des parois derrière lesquelles glissent toutes

sortes de choses Souvent, je charge la matière
de texte imprimé, comme une maladie de

peau, une protubérance Le langage incorporé
dans la matiere se propage et agit, il ronge,

façonne, jusqu'à trouver sa forme en surface
J'aime les mutations, la corruption,

toutes ces lois qui existent dans la matière
Je n'ai de fascination, ni pour l'organique,

ni pour la technologie C'est le duel
destructeur entre les deux qui m'intéresse

Je t'ai entendu parler d'"autisme
technologique" en te référant à

l'individualisme extrême corollaire aux
nouvelles technologies qui deviennent
littéralement des extensions du corps
humain. Néanmoins, en plein boom
du "seine" tu fais partie des artistes

de ta génération qui continuent à favoriser
les collaborations et les échanges.

Est-ce qu'il n'y a pas aussi une
sublimation du monde de

l'adolescence, peut-être le tien
dans les années 1990 ?

Oui, c'est un motif qui revient car il
représente un moment, une attitude, une
surface propices à toutes les expressions.

Dans mon atelier les objets se comportent
comme des peaux adolescentes en mutation,
en rébellion : les choses poussent, se dressent

devant moi, courbent comme des corps
malades, les surfaces sont impures.

Cette rébellion adolescente n'a aucune
ambition politique, elle est toujours

poétique et en mouvement.

Tu avais de l'acné enfant ?
Justement non, maîs à partir de 13 ans j'étais

en internat pendant sept ans et j'ai vu des
choses que tu ne peux pas imaginer.

La peau semble être un élément récurrent
dans ton travail, je pense à ton exposition à
Béton Salon, Innerspace, autour du travail
de Jean Commandon. Elle y est comme le

passage vers une étrange intériorité.
Qu'y a-t-il sous la peau que tu représentes ?

"LES IMAGES COMME
LES OBJETS SONT DES
PAROIS À RUMEURS ;

ELLES FIXENT LES
LÉGENDES..."

Je ne croîs pas a la singularité, au style, et je
déteste la vision égocentrique du monde que

l'on attribue aux artistes Je n'éprouve pas
de jalousie envers les autres artistes Je fais
partie de I espace Castillo corrales à Paris ;

nous n'avons jamais arrêté de croire en
lexperience collective. C'est une

nécessité d'aujourd'hui qui permet de faire
naître de nouvelles formes d exposition

et de prendre des risques.

Qui sont les artistes qui t'influencent
ou t'ont influence ?

Les mouvements Fluxus et lettristes restent
les plus importants ainsi que les

artistes Allan Ruppersberg, Tetsumi Kudo
ou encore Jef Geys.

L'image, mentale et visuelle, est un
motif-clé chez toi. Pour moi les images ont
toujours été l'arme ultime pour combattre

le langage. Pour toi, j'ai l'impression
qu'elles ont la même structure que la peau :

une plateforme visible qui donne accès
à un monde caché chargé de langage

et de signes. Pourquoi ?
Les images comme les objets sont des parois
à rumeurs ; elles fixent les légendes que nous

créons et les transforment en fossiles.
Ce sont souvent des légendes urbaines liées

à notre societe, qui concentrent le mal
dans un ghetto, sous la figure d'un noir

americain ou du capitaine Crochet,
tout cela pour l'objectiver et se dire que

nous sommes par défaut le "bien" J'aime
assez que mes pièces soient la surface

propice à l'eclosion de ces propos,
c'est tres proche d'une vision animiste

où la matière est incarnée

Tu es passé maître en copier-coller,
parasitage, piratage à la manière d'un
virus. Ce qui m'amène à la question

hypocondriaque : pourquoi cette obsession
du virus et de la maladie, du "sick" ?

"Sick" est le mot qui me permet
de renverser le sens scientifique
du terme en quelque chose de
positif. C'est devenu un titre

génerique pour toutes mes pièces
Comme un virus, il se transmet
du plâtre au métal, du bois aux

fleurs. Sous la tutelle du langage et
de la poésie, la salive malade se

propage et fait pousser des choses
Je suis comme Kudo, un

"cultivateur" C'est aussi ma porte
de sortie pour ne pas avoir à

assumer un style ou une forme

Que se passe-t il dans ton exposition
au Palais de Tokyo ?

Grâce a la commissaire Rebecca Lamarche-
Vadel, j'ai pu accéder à la collection

de moulages de l'hôpital Saint-Louis dont
j'avais entendu parler en travaillant

sur Commandon, et j'ai élaboré un projet
autour de seins malades qui deviennent

une source de lait dont les objets
s'alimentent dans l'espace d'exposition.

Le liquide contient pour moi le sujet, comme
la salive il est la traduction en matière

du langage L'exposition va être une rumeur
des multiples récits poétiques qui font

notre societe aujourd'hui Ils prendront
forme et vie dans la fusion du liquide.

Pour ce projet j'ai également développé un
lieu habité où un ordinateur va envoyer

des signaux, des mots provenant d'Internet,
une nouvelle forme de poesie, dans

toute l'exposition pour activer des objets
mécanique au rythme du flux du texte.
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Michele D’Aurizio: Are your artworks dead or alive?
David Douard: They are not dead or alive, but 

perhaps stillborn.

MDA: So, are they supposed to disgust or instill a feeling 
of pity in the viewer?

DD: Animism is a notion that I found to suit the 
works, insofar as their skin curtains an underground 
life: they are no longer vital, but are trapped in an inert, 
intense vegetative state. This state is a foundation for 
resistance — often inertia is indeed the most stubborn 
resistance.

I am not asking the viewer to look at my artworks as 
dead objects, but to understand them as fossils, imprints 
of his/her daily experience: the objects are not dead 
because the viewer is “together with” them.

MDA: Sickness and disease are recurring topics in your 
art — as in a constant search for a wavering state of matter. 
This seems symptomatic of a rather pessimistic understand-
ing of life on earth.

DD: The idea of disease came to be a sort of tool that 
allows me to approach things, to give shape to objects 

and to load them with meaning, as in a flow of con-
taminations. For me disease is a conceptual framework: 
it orders my thoughts, it grows and teems inside me. In 
this sense, it is not a pessimistic concept but rather more 
of a productive means to an end. Moreover, I like the 
idea that a threatening circumstance could turn out to 
be positive: depicting the starting point of a process of 
decay or a demise, to be constructed as a feeble inertia.

MDA: What materials determine your art?
DD: I work with materials that I feel might have 

a communicative potential. For example, I search for 
signs of contamination and materials that allow this to 
become visible. I often choose poor materials, such as 
plaster, wood, steel… I’m not interested in the finish 
of a product — my aim is to render a poor material 
into an effective object, by infecting it with meaning. 
In this regard I employ narrative and poetry, which I 
inject literally into the plaster or the living matter, as 
if the material is being corrupted by a subject. In the 
end, the surface of the work develops an impure skin or 
“acne,” the subject rises onto the surface as an abstract, 
silent, sculptural efflorescence.

Previous page:
Glory Hole, 2013 (detail)

This page:
Wee’ve Ne’er Gotten, 2014 
Installation view, 
“Mo’Swallow,” Palais de 
Tokyo, Paris
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MDA: So do you believe that inorganic compounds can 
secretly feel emotions?

DD: Emotions are rooted within materials: they 
move within them, are contracted by them and give 
them shape. The surface of my work is a result of these 
movements: acne pimples, sweat drops, sores. They are 
all symptoms of what is happening inside and is arising 
on top, producing a kind of significant form of disorder. 
The idea that inorganic materials can start acting as af-
fected objects seems to me a form of activism against 
the established order of things. Technological objects, 
for example, are so exciting: they invade our lives and 
force us to establish relationships with them that go be-
yond daily habits, becoming almost like voodoo objects.

Within the search for contamination, digitaliza-
tion is a source: wiring the works expands them onto 
a flow, stimulating movement through devices. But the 
kind of correspondence that digital tools establish in 
relation to texts and materials is more akin to an idea 
of re-appropriation and hacking. The mass of digital 
tools around us is so immense that it could even be 
understood as a broadcast network of our impurities; 
corrupt cables, screens, projectors are introduced as a 
kind of mystical force and as re-appropriated objects.

MDA: Indeed, in your installations, you often incorpo-
rate technical devices — such as video screens, players, sound 
domes — along with display elements — benches and rugs 
above all. I always wonder if you are looking for specific 
shapes, or more for specific scenarios; and if you consider 
yourself more a sculptor or a storyteller. In the installations, 
the autonomy of the sculptural work often seems affected by 
a muscular staging sensibility. But where does the autono-
mous work begin and where does the exhibition display end?

DD: The works in the studio gradually turn into 
hybrid display structures; videos are often chaotic and 
disjointed, connected but striving towards a certain 
level of autonomy. The tension between display ele-
ments — as you mentioned, benches, frames, support 
structures (often borrowed from the aesthetics of fair 
display) — and sculptures that are in contrast informal, 
brutal, twisted — between an objective presentational 
strategy and deeply anarchic objects — allows me to 
depict both the interiority of objects and the subjects 
that are haunting them.

I am also interested in the domestication of my 
works, which might seem remote and dry, but in that 
communal field of the exhibition space, approaches 
intimacy. The installation acts eagerly to develop direct 
involvements: the sounds, the words, the images; and 
everything else in the space strives to actively provoke 
to the point of exhaustion. Maybe this renders a mal-
leable viewer, a kind of wanderer.

MDA: Who are the subjects who sleep in your works?
DD: I used to obsessively follow several rioting 

movements around the globe, and it has found its way 
into my work in the form of fragments of words from 
the web, some jpeg files, anonymous things… And, 
step by step, I wanted to build a sort of “legion” with 

them. It is something like a sub-network of emotions. 
It is rather appropriate to use the word “sleep,” because 
it is indeed a quiet strength, a swarm without any out-
ward output.

MDA: And what about the teenager?
DD: Being teenage is a lost joy, remaining in our 

minds as something that once happened and that we 
strive to find again. I try to embody this in my work, 
filing keepsakes of forgotten stories, patterns of life 
that pivot on the fancy about those teenage years that 
we had never truly experienced. It is also worth men-
tioning the construction of the self as affected by the 
repression of the other self: to live in the eyes of the 
other, hiding and rioting without purpose and ethos. 
Thinking about social movements that impact our quo-
tidian existence, teenagers remain the princes, the first 
heirs of pure freedom. This is why I find it interesting 
to place them as storytellers: their voices force things 
to reveal themselves.

MDA: What do you remember about the riots in the 
Paris banlieues?

DD: This is a very good question, because I feel very 
sympathetic to the Parisian suburban landscape, a place 
where I am affected by local behavioral patterns that 
then influence my practice. Primarily due to having 
lived and worked there for quite some time now, it is 
what I consider to be my home.

Suburbs are for me landlocked areas of modern 
cities, a hybrid density where hyper-organized city dor-
mitories exist in parallel with social madness, bursting 
identities and primitive rebellion — I empathize with 
the violence that hides in the suburbs because it is a 
form of unspoken melancholy. Here we stare at the 
city from afar: we are frozen out, where we feel pro-
tected from the pressures and hectic rhythm of the city. 
Certain things persist in the suburbs: the young people 
have full territorial control; they move in masses and 
retain the power to break the city.

I feel that the riots could begin again tomorrow. 
I see the potential for this. There is a wandering and 
unstable subject that lingers, which nags and torments 
to echo the intensity of external events. I often think 
about a work of Martin Kippenberger, New York Seen 
from the Bronx (1985), a tiny model of Manhattan…

MDA: In the “Youth Uprising” manifesto, Isidore Isou 
wrote that young people are “any individuals who do not 
yet fit into their function, who agitate and fight to attain 
the desired position.” Do you feel you fit into any function?

DD: I’m interested in this idea of transition, to 
crystalize it into an idea of sculpture’s resistance, a 
kind of death threat. My practice is indeed close to an 
adolescent’s attitude, insofar as it fights in the face of 
its own future, while teeming with impurities, flaws 
and contamination.

I’m attracted to the notion of an organization that 
moves towards anarchy. In art, I would say, as an orga-
nized corporation of rebellion with its own language, its 
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own codes. It is that which aims to erode sedimentary 
structures. 

Regarding my generation, there are three distinct 
possibilities: either we fight all the time and then we 
occupy the necessary moral view, or we just adhere 
to the rules and codes and then produce; or finally 
we just become insane. In terms of being insane, I try 
to imagine an organization of this madness, to con-
sider it very seriously. This permits me to speak about 
strangeness, broken computer science, “trans-genre” re-
lationships, obsolete rituals surrounding urban myths. 
All of this communicates when things are hidden and 
corrosive: including logos, codes and even demonstra-
tion devices… Which is once again a materialization 
of contamination.

In regards to Isidore Isou — and to add Robert 
Filiou — my attitude stems from a belief in poetry, and 
through this I hope to show that the works are not dead.

David Douard (b. 1983) lives in Paris

Selected solo shows: 
Marbriers 4, Geneva; Signal, Malmö; Les Églises, Chelles; 

Galerie Valentin, Paris; Rongwrong, Amsterdam; 
Bétonsalon, Paris; Galerie Catherine Bastide, Paris.

Selected group shows: 
David Roberts Art Fondation, London; Frutta Gallery, 
Rome; High Art, Paris; Biennale de Lyon; T293, Rome; 
Gasconade, Milan; Galerie Kamm, Berlin; Fondation 
d’Entreprise Ricard, Paris; Shanaynay, Paris; Castillo/

Corrales, Paris. 

Solo shows by David Douard are currently at Palais de 
Tokyo, Paris, until May 12; and Sculpture Center, New 

York, until May 12. In 2014 Douard will exhibit at Musée 
d’Art Contemporain, Lyon; and High Art, Paris.

Michele D’Aurizio is Flash Art International 
Managing Editor.
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David Douard 
PALAIS DE TOKYO
13, Avenue du Président Wilson
February 14–May 12

Parisian David Douard’s latest exhibition, “Mo’ swallow,” is a contemporary fable that through 
meme and repeated riffs spatializes the power of language to constitute worlds. Referring to the 
circulating identity of hip-hop as speech, prose, and song, the exhibition speaks to the transformative 
effects of excess consumption and living with technologies.

Near the entrance to the show, an ambient, catchy, video game–like sound track by Gag Drake 
Vogt emanates through a sequence of Venetian blinds. Behind them one notices that the sounds are 
coming from a video loop that resembles a DVD selection menu. It is as though it is the interface 
for the exhibition, where space is configured as multiple rooms to explore. There is a collective 
enterprise behind this walk-through landscape—once again Douard is working collaboratively and 
also drawing in other artists’ works. Two historical pieces—a 1975 birdcage by Tetsumi Kudo with 
disembodied portrait of Eugène Ionesco, and Jules Baretta’s 1890 cast breasts—are nodes in this 
mise-en-scène punctuated by sculptural fragments of street-based, suburban Pop referents, aesthe-
ticizing dysfunction and mock-casually attentive to arrangements of design and brand: Stand-alone 
plaster-cast brick wall paintings, murky resins, brandished insignias, metal structures made defunct, 
mannequins, and projected word-forms coexist—offering momentary retinal relief under hydroponic 
lights.

Here, the biological and the digital, word and image, interchange and transact into a strangely 
compelling mood reminiscent of urban malaise and adolescence. Value in this system is suspended, 
decommissioned, made permeable again like the streaming consciousness of rap: nonsense and 
meaning coalesce. This is salient work that simultaneously critiques and reproduces the atmospheric 
states for contemporary cohabitation and relationship with desire.
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