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OLIVIER ZAHM — So you started off
right away in illustration...

JEAN-PHILIPPE DELHOMME — | don’t
really like using the word “illustra-
tion,” because it implies a subor-
dinate relationship of drawing and
graphics to text. | prefer to think of
drawing as autonomous, having its
own existence, even if it is clearly
included in a commercial context.
Once | was at an art opening with
my friend Martin Veyron, at this Guy
Bourdin retrospective, and we ran
into the great William Klein, whom
we approached, planning to say
something nice. Klein was wear-
ing jeans, and for some reason we
were both wearing suits. He asked
us what we did for a living. We said
we were artists. “I've never seen
artists wearing suits,” he said.
“Yes, but we're commercial art-
ists,” said Martin, and Klein got this
disgusted look on his face. When
| first started going to art schools
(I attended several of them), | didn’t
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even know illustration existed as a
profession.

OLIVIER ZAHM — In the '70s, there
was a whole slew of alternative mag-
azines and fanzines in which illustra-
tion was extremely important.
JEAN-PHILIPPE DELHOMME — Yes,
I think they were mostly comic books
or political cartoons.

OLIVIER ZAHM — Well, illustration
was a significant part of magazine
vocabulary at the time.

JEAN-PHILIPPE DELHOMME — Yes,
and | dreamed of being part of that
world. At the beginning | thought
| would create a different kind of
comic book — graphic novels before
they existed. The daughter of the art
director at Rock & Folk magazine,
Philippe Koechlin, was working in
my atelier, and one day she told me
to go in and show him my work. And
for me, Rock & Folk was the abso-
lute trendsetter, the top magazine.

[PURPLE INTERVIEW]

Koechlin was in his office with two or
three other guys. They were listening
to a live album by Serge Gainsbourg
on the largest speakers | have ever
seen. | mean | was expecting a
member of the Rolling Stones to
walk into the office and tap me on
the shoulder. Koechlin was very nice
to me, he looked at my drawings and
he did publish some of them in the
magazine. They were little black-
and-white drawings, quite simple,
with humorous comments about the
musical culture at that time. They
were maybe only 1.5” high, but they
made quite an impression. Anyway,
then | went to the Arts Décoratifs
school thinking | would do some
painting. That was at the very begin-
ning of street art: a few artists (Les
Ripoulins) were slapping up post-
ers around Paris. For me it was an
interesting mix of the '50s posters
| had always admired, by Raymond
Savignac and his crowd, and the
“savage” painting, all that graffiti.
| totally got the poetry of street paint-
ing. It was back when there were the
cars covered with graffiti in the New
York subways and the beginning of
rap music, that whole culture.

OLIVIER ZAHM — Were you influ-
enced by street art and the emerg-
ing grafitti scene?

JEAN-PHILIPPE DELHOMME — There
was a book by Bruce Davidson,
Subway, which | had found at the
Arts Décos library, that fascinated
me. It was also visually exciting
because it showed photography
and painting at the same time —
it had photos taken in the New York
subway in the '70s, with these deep,
intense colors, with three or four
angles visible at the same time in
the images. You could see people’s
faces standing out against the giant
graffiti on the walls of the cars, like
paintings by Jackson Pollock, and
on the windows there would be
other graffiti, as well as a view of the
cloudy skies or the burnt-out land-
scapes of the Bronx and Harlem.
It was all there. Street art has
always been a source of inspiration
for me. | quickly realized that what
| liked most was creating images for
printing, for publication, a part of
our daily setting.

OLIVIER ZAHM — So you didn’t go
into illustration as just illustra-
tion. You chose a slightly diffracted
medium instead of framed paint-
ing, which then brought you into
illustration.

JEAN-PHILIPPE DELHOMME — It
was also a way of earning a living,
but what | enjoyed most was the
fantasy that my images were trav-
eling — | remember something a
graffiti artist who painted the sub-
ways said: “lI wanted my name to
travel everywhere.” The day | read
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that line, | thought it was what | was
trying to do with my images.

| like thinking
of my
illustrations as
the equivalent
of a song
or a music
clip, which
can be heard
anywhere, on
a taxi radio
or in a store
somewhere.
It can be
perceived as
a noise, an
annoyance,
or it can
suddenly
touch us. part of

the commercial system and at the
same time it's poetic and unex-
pected, something you can pick up,
something you find. That works with
the printed image too — | prefer it to
the idea of a painting.

OLIVIER ZAHM — Painting intimi-
dated you a little, maybe?
JEAN-PHILIPPE DELHOMME — An
image that is to be printed is by def-
inition deconsecrated, | prefer that.
“Low” art can be saved, but “high”
art, if it isn’t really high art — even
if no one realizes it, can be appall-
ingly pretentious.

OLIVIER ZAHM — You're a child of
the '80s, a time when interest in the
media was just beginning to take off.
Cable TV, video clips, posters, adver-
tising ... a whole world of exciting
images. Whereas in the '70s it was
all about being opposed to the world
and the media, which was suppos-
edly government-controlled. In the
'80’s, the artists took over, introduc-
ing the independent radio stations,
et cetera. Even advertising became
a new kind of self-expression...

JEAN-PHILIPPE DELHOMME — True,
there was a period, rather short,
when advertising was like that.
Some ad execs and publicists came
across as real artists. They would

[PURPLE INTERVIEW]

appropriate and have things cre-
ated instead of creating them them-
selves. In fact the most impres-
sive component in their “artistic”
undertakings was the finding of the
funding for the work. However this
did not apply to Jean-Paul Goude,
whose productions were truly artis-
tic, filled with fantasy and poetic
improvisations.

OLIVIER ZAHM — So you thought you
were going to be a poster designer?
JEAN-PHILIPPE DELHOMME — | don’t
know why, but | had this romantic
idea about doing posters. There are
the two verses of “Zone,” a poem by
Apollinaire, which | read when | was
in high school, and which | still inter-
pret as a kind of encouragement, or
is it poetic justification? Maybe it's
because when | was a kid | lived in
the suburbs, and when we would
drive into town in a car, | would look
at what was written on the walls.

OLIVIER ZAHM — You chose to work
in magazines. You became known
in the late '80s for your succesful
“Polaroids de Jeunes Filles” column
in French Glamour.

JEAN-PHILIPPE DELHOMME — They
gave me a double page, and | had
the complete freedom to draw
and write what | wanted in a fash-
ion magazine, the only require-
ment being to make people smile.
| did portraits of young girls, using
Polaroids, with these little captions,
you know, “What | do with my life
is...” | used the little paragraphs
they would put on the magazine’s
contributor pages, those nice little
blurbs they put in, they’re meant to
stroke the occasional contributors
instead of paying them what they're
worth. | was also fascinated by
Polaroids. The Polaroid was a kind of
staging for the self, like Instagram is
today. Obviously people didn’t have
Instagram accounts then, but they
would stick Polaroids up over their
desks: shots of them on a commer-
cial set in Arizona, on an airplane,
hanging out with someone famous,
partying, etc. And the somewhat
uncertain quality of the Polaroid was
like another filter that made every-
thing more fragile, more interest-
ing. | was doing these parodies of
Polaroids, in gouache; a lot of them
were conceived as imaginary self-
portraits of young girls, like selfies
before they even existed.

OLIVIER ZAHM — Why did you decide
to make fashion the principle sub-
ject of your drawings?
JEAN-PHILIPPE  DELHOMME  —
Fashion, but not only that — any-
thing staged, meaning design, art,
traveling, the books you're read-
ing. Everything that is specific and
makes us interesting in a certain
cultural context.



OLIVIER ZAHM — Yes, you're an
observer, someone who picks up on
the microscopic signs and signals in
the fashion world, in the artistic and
cultural worlds, and who can then
draw what he sees. All of a sudden
the two worlds seem to have con-
verged. Did you say to yourself: here
is my observational space and here
is my expressive space?
JEAN-PHILIPPE DELHOMME — I've
always been interested in writing,
but it was thanks to that series of
Polaroids that | began associating
drawing and text. It was drawing that
brought me to writing, even if | think
of drawing as a form of writing. If you
want to push things, when you want
people to react to cultural ideas
such as fashion or art, or if you're
working in the literary world, which
really is not that visual, you need to
be able to use both text and image.
You need both if you're trying to get
people to react.

OLIVIER ZAHM — But if you're
combining drawing and writing,
it becomes satire. It's a slightly
sarcastic yet tender reinterpreta-
tion of these cultural areas. What
attracted you to this? It must be
because you're obsessed with fash-
ion, art openings, trends; you're a
child of the '80s, when the word
“trendy” came into being. In the
'50s and '60s, there were these
marginal groups that were inter-
ested in an alternative reality,
whereas in the ’'80s, trendiness
was the idea of copying the artist,
a contrived appearance, an outfit.

JEAN-PHILIPPE DELHOMME — Well,
during the '70s, there was this
illusion of refusing to look good,
whereas in the '80s people cre-
ated an aristocracy based entirely
on appearance and tokens of
wealth, it was really quite aggres-
sive. But in reality, a Trotskyist in
a torn turtleneck could be trendy,
as well as a goatherd. Same thing
for the Punks. | read recently that
the Clash were jealous of the Sex
Pistols being dressed by Malcolm
McLaren and Vivienne Westwood.
They envied them for their nicer
clothes. I'm not sure that the story
is true, but it’s certainly possible!

OLIVIER ZAHM — You could reexam-
ine the history of certain alterna-
tive movements by looking at their
style?

JEAN-PHILIPPE DELHOMME — Sure.
| think a lot of it has to do with the
clothes, the hairstyles, the beards,
even their physical condition: the
stick-thin rockers vs. the rappers
and their six-packs and toned
biceps.

OLIVIER ZAHM — You have such an

eye for style. Do you think about it,
or a certain attitude when you're
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thinking about a drawing you're
going to do?

JEAN-PHILIPPE DELHOMME — No,
my observations do not necessarily
lead to the idea of drawing things.

OLIVIER ZAHM — But there are
some things you can’t overlook?
JEAN-PHILIPPE DELHOMME — Yes,
there are little things that catch the
eye, you don’t really know why. It's
amusing to pick up on a change in
style because of some detail you're
not supposed to see. When you're
looking at a guy in a suit, what is
it that tells you he works in an art
gallery, that he is not a lawyer or
a marketing director — it’s the fact
that the suit is slightly fitted under
the arms and sits nicely squared
on the shoulders — and we're talk-
ing about the exact same suit! Most
people don’t actually analyze this
stuff, but they somehow get what
| mean: it has to do with how the
suit is maintained, the tailoring
done just so — and of course its
juxtaposition to so many other little
details.

OLIVIER ZAHM — So you're not
going to admit you're obsessed
with style, with these tiny details
only you can see...

JEAN-PHILIPPE DELHOMME — Okay,
fine, | can't not see them. And
| do take them seriously. But it's
less the style than the story it tells
about the person, the psychology of
his character, what it all means —
that’s what interests me.

OLIVIER ZAHM — The way you por-
tray subjects has to do essentially
with style ... you use these stylistic
details as central elements in your
drawings...

JEAN-PHILIPPE DELHOMME — It
also has a lot to do with people’s
physicality, their presence. Take
Emmanuel Perrotin for example. It's
not the suit he’'s wearing so much
as the way he wears it, a slight
inclination of the top of his body.
Maurizio Cattelan, same thing: it's
not his leather jacket or the t-shirt
he’s wearing, which says “Failure
by design.” Those are just trivial
details.

OLIVIER ZAHM — When | think of
style, | also think about attitude.
JEAN-PHILIPPE DELHOMME — It's
the whole package, the whole
person. There’s a book by Nicolas
Bouvier, photos of Japan in the
'60s, in which he explains that for
the Japanese, a portrait is not just
the face but the entire person,
whereas in our culture, we consider
a serious portrait to be of the face
only. And in fact when | am drawing,
| cannot properly synthesize some-
one if | have not been able to feel,
to grasp his or her attitude.
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OLIVIER ZAHM — Would you say
that the world you depict is totally
fabricated?

JEAN-PHILIPPE ~ DELHOMME  —
Fashion and style magazines can
make you think that life is com-
pletely different from what you see
in your own life, perhaps slightly
less so now that things are more
diffracted; the magazines have lost
ground a bit because of the time-
liness of the blogs. | like to play
with how trendy people talk, how
they dress, how they present them-
selves in the media... As if this were
reality.

OLIVIER ZAHM — You reveal the
artifice.

JEAN-PHILIPPE DELHOMME — Yes,
showing how absurd it is when you
try to apply it. | wrote a book called
Design Addicts, a sort of chronicle
| was doing for A.D. about a couple
who were trying to get the perfect
apartment. | was using the rhetoric
of those decorating magazines to
tell their story.

OLIVIER ZAHM — So you were
hijacking the texts, taking specific
phrases out of context...

JEAN-PHILIPPE DELHOMME — But
it wasn't really collage work, | was
taking certain expressions, cer-
tain brand names, playing with the
sonorities as sounds completely
unrelated to their meaning, but
which generally are considered com-
mercial or cultural icons.

OLIVIER ZAHM — Are you ever
inspired by something you might
overhear at an art opening, for
example?

JEAN-PHILIPPE DELHOMME — That’s
pretty rare. Generally they are
phrases that just come to me.
OLIVIER ZAHM — Do you start with
sketching or with the words?
JEAN-PHILIPPE DELHOMME — For
me the trigger is usually a line,

a phrase. But sometimes it's a par-
ticular situation, a scene | see.

This often
happens

in the art
world, where
the visual
language of
the venue, the
installation,
the people
who g0

Saturday, June 22nd

Ididn’tgoto the office. I took advantage of yesterday’s joyful
chaos and asked the manager for the proper authorization
to take the morning off. It was granted with a smile and
even with a pleasant and stimulating comment about how
they didn’t know how they would manage without the key
man of the office. Is it that they want to force Valverde’s
daughter on me? Bah.

Taccepted delivery of the furniture in the apartment and
worked like a slave. The furniture looks good. Nothing
vehemently modern. I don't like those functional type
chairs with ridiculously unstable legs that collapse when
you merely look at them angrily, nor those chair backs that
always illuminate those things which one has no interestin
seeing or displaying, for example: spider webs, cockroaches,
and fuses.

1 think that it’s the first time I've decorated an apart-
ment to my liking. When I got married, my family gave
us the bedroom furniture, and Isabel’s family contributed
the dining room set. Both families would constantly be
fighting with each other, but that doesn’t matter. Later, my
mother-in-law would arrive and express her opinion: “You
two need a painting for the living room.” No need to say
it twice. The next morning the painting looked like a still
life with sausages, hard cheese, a melon, homemade bread,
and bottles of beer; in short, a sight that could take away
my appetite for six months. At other times, usually on the
occasion of some anniversary, a certain uncle of mine would
either send us sea gulls to hang up on tifshedroom wall,
or two pieces of Itahan pottery decoratg =

reveling in ecstasym
clippings,

at rej

1set!
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for their mothers. No, there’s nothing theatrical about her.
She was confused and I didn’t want to - perhaps it didn’t suit
me ~ inquire too much about the causes of her confusion.
“The situation is that I have to get used to the idea,” she said,
perhaps to satisfy me. She realized I was a bit discouraged.
“One always imagines these things a bit differently than
they later turn out to be,” she said. “But there is something T
have to recognize and be grateful to you for. What you have
prepared isn’t too different from what I had in mind,” she said.
“Since when?” Lasked. “Since high school when I was in love
with my math teacher,” she replied. The table was set, with
those plain yellow plates the saleswoman at the department
store had picked out for me. (It’s not completely true, I like
them too). I served a cold dish of meat and vegetables and
carried out the role of host with dignity. She liked everything,
but the tension didn’t allow her to enjoy anything. When
the moment to uncork the champagne arrived, she was no
longer pale. “Until what time can you stay?” I asked. “Until
late,” she replied. “And what about your mother?” I asked.
“My mother knows about us,” she replied.

Obviously, a low blow. That’s not fair. I felt naked, with
that desperate bareness of dreams, when one walks around
in one’s underwear along Sarandi and the people celebrate
this public display from sidewalk to sidewalk. “And why is
that?” I dared to ask. “My mother knows everything about
me,” she replied. “And your father?” I asked. “My father lives
in another world,” she replied. H%an awful tailor. Never

ask him to tailor a suit for you. He t§es the gande'mannequin
for the size of every suit. bn, a theosophist
On Mondays

friends/and they Isdcuss the

addif
and an anarchist. He ne e%sks a
k l eosopical Socj Madam;

he meets with hig@oso
; on ThursdaygMis agarchist
,'an itheyjargue abutthe faunde

andhis__

——
|\ £ looking all around with ex

1 W “Hilowly absorb the light, atmo-
.}l She passed her hand over the book case

g as she Iooked

and said: ‘Bottlcelh'\‘She

ilippo Lippi. There will be time to
started to ask about quality, prices,
“Ilike it,” she said, three or four times.
\ e evening, and the sun, almost
Isitting, made the cream calored wall paper look orange. T
sat down next to her and e stiff. She hadn’t even
put her puirse down. I asked her to hand it to me. “Don’t
you remember that you're not a visitor but the lady of the
house?” I remarked. Then, making an effort, she let her
hair down a bit, took off her jacket, and nervously stretched
her legs. “What's wrong?” I asked. “Are you scared?” “Do I
look like it?” she responded. “Frankly, yes,” I replied. “You
could be right,” she said. “But not of you or myself.” “I know,
you're just scared of the Moment,” I said. It looked like she
was starting to relax, But one thing was true, she wasn’t
enjoying her visit. Her paleness meant she was truly scared.
Her attitude wasn’t the same as those female cashiers who
accept going to a motel, but who at the very moment the taxi
comes to a stop, become punctually hysterical and scream
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well-being, joy
says, happiness is
any case something

distant from the highest state of we!
what happens to those people who are

what it looked like, they were sure it was a cave of fail\
But when they arrive they realize that the entire miracle
consists of dipping one’s hands in the water and then seeing
them appear slightly blue and luminous.” Apparently, it
pleases her to relate her mother’s thoughts. I think she relays
them as if they were an unattainable conviction, but also a
conviction she would fervently like to possess. “And how do
you feel?” I asked. “Is it as if you could see your hands were
light blue and luminous?” The interruption brought her
down to earth, at the special moment that was this Today.
And she replied: “I haven’t placed them in the water yet,” and
quickly blushed. Because, naturally, her response could be
interpreted as an invitation, or even as a pressing need she
had not wanted to express. It wasn’t my fault, but there lay my
sudden disadvantage. She stood up, leaned against the wall,

and asked in a low tone of voice that she wanted to sound
pleasant, but was actually glaringly inhibited: “Can I ask you
a favor for the first time?” “You may,” I replied, and now I
was worried. “Would you let me leave, without a fuss?” she
asked. “Today, only today I promise everychmg will be fine
tomorrow.” I felt disapp d, stupid, and understandi

“Of course I'll let you leave. And that settles it,” I replied.
But that doesn’t settle it. How could it?

Mondar June 24th

Esteban is ifl. The doctor says it could be serious. We hope
not. It’s pleurisy or some other pulmonary disease. He
doesn’t know. When will the doctors know what’s wrong?
After I had lunch, I went to his room to check on him. He
was reading, with the radio on at a high volume. When he
saw me enter, he folded the upper corner of the page he
was reading, and closed the book. He turned off ll\e radio,
as if to say: “Well, my private life is over.” I pi eterided not
to notice. I didn’t know what to talk about. I'jeyer know

what to talk about with Esteban. Regardless of/whatever )
subject we inevitably end up arguing. He asked how my 7/

plans were progressing. I thirk it’s geing well.,
Actually, it can’t be terribly complicated. a while
since I arranged my schedule, made the conthbutions I had
pledged, and organized my office record cal cord%:f ;
to your friend, the matter shouldn’t take long, %

subject, My Retirement, is one of the subjects Esteb: afid 1
discuss the most. There’s a kind of silent agreement between
us about having it at our disposaidfiyen so, today I ifadeari”
“Well, tell me a bit about your Affairs. We neyertalk.”

” he replied. | must bethat we're bothdlways so

Must be,” I saic “But do you re m

ubly fu: ous, b
ok, don’t be an

e doct
‘months.” “And where d
g I askeLJ}qn t a

~ for you o

T hichopes. It iis so long

Liee-fifteen, and had to apoioif.v'

I Jent, but I didn’t feel I had

first time Esteban had confided

t him. I spoke afterwards. I

. emprehensive and without

344d I don’t think I did.

% zed his knee which was

protruding underneath thc tand he smiled at me in

return. My God, it looked like the face of a stranger. Could

it be possible? On the other hand, it’s a stranger’s face filled
with affection. And it’s my son. How wonderful.

I had to stay late at the office and, consequently, had to

postpone the beginning of my “honeymoon.”

gave him somMe,
limitations. I didn '
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Flushing Ave, acrylic paint on The Brooklyn Rail

inside it
— or don’t —
seem already
to be part of
a drawing.

OLIVIER ZAHM — Do you include
yourself in your satires, as you are
part of the world you are criticizing,
which you seem to be mocking?
Your blog, The Unknown Hipster,
that’s you, a guy who is a little trans-
parent, who gets around.
JEAN-PHILIPPE DELHOMME — Yes,
that’s true except that the Unknown
Hipster is way cooler than me.
And he’s more a neo-hippie than
one of today’s hipsters. The idea
was to treat people with the same
naive admiration whether they were
celebrities or not.

OLIVIER ZAHM — You draw, you
paint, you write, you're working on
several different levels all day long.
How do you start your day?

JEAN-PHILIPPE DELHOMME — In an
ideal world, I'd just like to go from
one thing to the next. | can do that
on good days. I'm better at it in
New York than in Paris. For example
I might do a painting of the view
| have in the morning when | come
in. In Bushwick, my workshop has
a view of an extensive industrial
landscape. | love looking at it, and
| do a lot of little oil paintings of it,
details of the landscape, storage
warehouses, a tree, a parked truck,
things seen in a specific light. Then
after that | might work on a commis-
sion or some drawings, then maybe
I move on to larger format paintings.
Sometimes | ask people to pose for
me to do their portraits. Or | might
g0 up on the roof to paint the last
rays of sun on Flushing Avenue at
sunset, with the Manhattan skyline
in the distance. It is just as beautiful
as being in the mountains or at the
ocean, maybe even more so.

OLIVIER ZAHM — From 1993 to '95,
when you were doing those Barneys
campaigns, the digital camera had
not yet been invented.
JEAN-PHILIPPE DELHOMME — No,
| was doing Polaroids on a fit model
wearing the garments, in order to
analyze them afterward.

OLIVIER ZAHM — Were you draw-
ing as if you were looking through
alens?

JEAN-PHILIPPE DELHOMME — Yes,
and | found it amusing that the
characters might be off-center, that
there might be emptiness in the pic-
ture, the edge of the frame might
get in the way. | thought a lot about

that. And most of all — it seems so
natural, even — | was drawing char-
acters who never smiled. You never
see anyone smiling in a fashion
photo. The preference is for the girl
to maintain a mildly introspective
expression.

OLIVIER ZAHM — What brought you
to New York?

JEAN-PHILIPPE DELHOMME — When
| began drawing | envied the way of
life the photographers had, the fact
that they traveled and worked all
over the world. So | tried doing that
with my drawings. | showed my work
in London, then in New York.

OLIVIER ZAHM — You were attracted
to New York right away.

JEAN-PHILIPPE ~ DELHOMME  —
| worked for several magazines, and
then | had my chance at Barneys,
thanks to Debbie Smith, who had
been the art director at Glamour,
and because of meeting the art
director Ronnie Newhouse, and also
the writer, Glenn O’Brien, who wrote
captions for the drawings and who
then became a friend. Just before
that | had met some other people in
New York who were doing ads for the
big name brands in fashion and who
said to me, “Oh it would be great to
do an ad campaign with drawings,
but it's not possible, you can’t sell
fashion with drawings.”

OLIVIER ZAHM — So it was thanks
to Barneys. But also because New
York is a graphics town, in a way.
The cover of The New Yorker is
always a drawing, you know.
JEAN-PHILIPPE DELHOMME — Sure,
there’s that whole incredible his-
tory. And there’s a certain trust in
looking at images, there’s less of
the folly that consists of deciding
what is commercial and what is pure
art. And in New York, | felt that the
people were less closed-off cultur-
ally than in France, they can even
grasp multiple spheres, moving from
one domain to the next — not just in
art, fashion, or literature.

OLIVIER ZAHM — Why did you move
to Brooklyn? Is it to follow the foot-
steps of the hipsters.

JEAN-PHILIPPE  DELHOMME —
| share a workshop with two other
artists. | love Bushwick, but over
the last three or four years I've
seen it changing so fast. Before
there were a lot of car and truck
repair places, which then became
artists’ ateliers, trendy carpenters’
workshops or set-building shops.
Fortunately there are still a few
tire stores and auto junkyards a
bit farther out on Flushing Avenue.
Visually | find it all wonderful;
there’s an amazing light and a feel-
ing of space. In Manhattan, there
are still some fantastic moments,
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Auto Glas, acrylic paint on The Brooklyn Rail
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but there are also others where
you feel like you're stuck in a kind
of real-estate collection, a series of
real-estate agencies, lacking a cer-
tain transcendence.

OLIVIER ZAHM — It’s true, it's good
having all those car-repair places.
Like in those little Moroccan towns.
JEAN-PHILIPPE DELHOMME — Yes.
That reminds me of the suburbs
where | lived as a kid. It's odd,
because my neighborhood is now
full of artists, sculptors, and paint-
ers, but obviously nothing is more
striking visually than the sight of
those giant SUVs with the broken-
down engines, the beat-up vans,
the rusty Camaros, which the guys
are repairing and repainting right
out on the sidewalk.

OLIVIER ZAHM — Have you always
needed a certain distance, a certain
solitude in order to do your work?
You seem like a solitary person,
even when you're traveling?
JEAN-PHILIPPE DELHOMME — When
| travel, when | am writing or looking
for ideas, | do kind of need to isolate
myself.

OLIVIER ZAHM — So what is it that
pushed you into literature? Is it a
serious endeavor for you?
JEAN-PHILIPPE DELHOMME — Yes,
it's a serious activity, even if | am
only trying to write novels that will
amuse my readers. | don't write
every day, just during certain peri-
ods, when | have an idea for a novel.
For me | think it is a more profound
means of communicating than
drawing, but | think that less and
less these days. When you draw,
you have no idea what people see.
Perhaps it's not really necessary.

OLIVIER ZAHM — This Journal
Lacustre seems to be a sort of self-
portrait. You get the feeling that all
the male figures are you in a way —
the painter friend, Fourroux. He goes
from woman to woman and invites
his friends to this retreat, giving
each of them the chance to share
his intimate space, always in quite
cordial circumstances, but at the
same time, it’s slightly problematic,
because people are always slightly
off at his place, slightly ill-at-ease on
the island...

JEAN-PHILIPPE DELHOMME — It's a
parody of a writer’s journal, which is
its own genre. A writer — not me —
shares with us, with a great deal of
satisfaction, his views on literature,
cooking, fishing, and, of course,
a list of his female conquests. The
character lives on an island in the
middle of a river. It's a sort of liter-
ary micro-paradise. But it is also a
parody of certain American novels,
about writers living on ranches, tell-
ing fishing stories, with rivers...

[PURPLE INTERVIEW]

OLIVIER ZAHM — Channeling a bit
of Richard Brautigan there...
JEAN-PHILIPPE ~ DELHOMME  —
Exactly. | am making fun of all that
kind of literature, of my obsession
with that kind of writing.

OLIVIER ZAHM — It's done with a
great deal of taste, and the drawings
in it make it seem quite precious;
you are working on two levels: qual-
ity and mockery.

JEAN-PHILIPPE DELHOMME — The
idea was that the character of the
writer would have his book illustrated
by a fictional old friend, Fourroux,
a painter from Montparnasse who
only paints nudes.

OLIVIER ZAHM — It is also a portrait
of a playboy.

JEAN-PHILIPPE DELHOMME — Yes,
| am amused by the character of the
playboy, especially when he takes
himself so seriously, as this writer
does.

OLIVIER ZAHM — So for you,
literature follows the same path as
drawing. You seem to have lost your
inhibitions when it comes to paint-
ing, in spite of its historical weight,
its presence.

JEAN-PHILIPPE DELHOMME — There
are so many reasons to be intimi-
dated by the historical weight of
painting, its lack of usefulness.
So yes, this is why | work with
prints, it's because painting is not
that easy. In general | prefer doing
“lighter” things than a painting on
canvas. Some of them are large
format. Having done so many things
in the areas of humor and culture,
| became interested in painting
things in an entirely different regis-
ter, free of all that.

OLIVIER ZAHM — Why haven’t you
integrated text in your paintings,
as you do in your drawings?
JEAN-PHILIPPE DELHOMME — I've
been tempted to use words in my
paintings, but | try not to. Words
irradiate things immediately in one
sense, becoming a little too facile
and predictable. They're usually
portraits, landscapes, or images,
things | have seen, like the “truck
paintings,” or they’re constructions,
references to other artists, like my
“motorcycle painters.” | never do
stuff that would be laborious to
paint.

OLIVIER ZAHM — How do you explain
your constant success? Most illus-
trators seem to be prisoners of
their own time, then they fade away.
Whereas you've been around since
the '80s, and you're still here!

JEAN-PHILIPPE ~ DELHOMME  —
| think it's the same as it is for pho-
tographers. Some photographers
belong to a specific era: Doisneau
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in the '40s, for example, or the great
William Eggleston: people are more
comfortable when he shoots an old
model Chevrolet or a corner of a
1950s cafeteria. And there are a lot
of illustrations that are decorative,
which relate to a particular style of
graphics, or which perpetuate them,
as in Monocle, for example — I've
just tried to see how things change
and are characteristic of the time in
which we live.

OLIVIER ZAHM — | think it's also your
sense of humor, the way you portray
the ridiculous; even if you manage
to avoid caricature.

JEAN-PHILIPPE DELHOMME — | like
keeping things a little off-balance,
putting them in different perspec-
tives. | consider humor a defense
against too much seriousness and
being obsessed.

OLIVIER ZAHM — This is one of the
reasons you have been successful
for more than three decades.
JEAN-PHILIPPE  DELHOMME —
Humor is also a way of distancing
yourself from society.

We
constantly
being asked
to attach
ourselves,

are

OLIVIER ZAHM — What magazines
interest you these days?
JEAN-PHILIPPE DELHOMME — For a
long time, | bought lots and lots of
magazines; they were my source of
inspiration. The artificial perspective
they offered of society fascinated
me, and my reactions to them gen-
erated plenty of ideas for drawings
or texts. But these days it seems
more difficult, probably because the
excesses are immediately absorbed
by the all-encompassing commer-
ciality of things. It's the same thing
for fashion magazines: it is rare
to find something in them that is
poetic, touching, even a little sexy.
And it's even more difficult to find
a magazine in which you feel a
sense of freedom. Happily | still
find this in Purple, and | am still
inspired by your fashion spreads,
maybe because they’re never just
about fashion, they’re also about
the women wearing it. The women
in Purple seem to me to be more
interesting, more real — and yet they
must also be the models appearing
in other magazines?

OLIVIER ZAHM — The magazine as
medium is a vector for your work.
What do you like about magazines
today?

JEAN-PHILIPPE ~ DELHOMME  —
A magazine is exciting when you can
feel in it an intuitive sharing of intel-
ligence, that there’s a place where
people are having fun, where they
feel free to cross the lines. We need

a certain freedom in our choices of
subjects, interests, and surprises,
which never happens in the “institu-
tional” magazines where nothing is

Bottom: The Collector (Self portrait in the studio), oil on canvas

to join things,
to venerate
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commercial

or cultural
icons.

And the
refuge of
the counter-
culture is
alas —
gone.

OLIVIER ZAHM — You say that your
work is a way of protecting yourself,
of undoing all these cultural imper-
atives and obligations...
JEAN-PHILIPPE DELHOMME — Yes,
it's about hitting the ball back, not
allowing myself to drop into the role
of the docile cultural tourist. This is
why | sometimes like art shows in
which not everything is controlled,
where some things have escaped
the curators’ taste.

gratuitous, in the sense that nothing
stands against the requirements of
advertising or the commercial world
of that moment: objects, the films
they want us to see, the latest cre-
ations of the latest fashion designer.

OLIVIER ZAHM — When do you
accept to work for magazines?
JEAN-PHILIPPE DELHOMME — The
question is more about approach-
ing the commissions in an interest-
ing way. Answering the request by
proposing something more. But it is
true that with books or blogs you are
working without limitations. That’s
where | feel the most free.

END



