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About the 
artist

Anne-Charlotte Yver’s sculptural project is infinite ; shaped 
by successive adjustments, it is grounded in a melancholic 
presentiment of the futility of all attempts at construction. 
A gut feeling her works adapt to when they discover in their 
precariousness some possible refashioning. She comes to 
grips, experimentally, with materials like concrete, latex, 
acid, grease and electrical wiring. Drawing equally on manual 
adeptness and poetic intuition, she appropriates both the usage 
and the symbolism of these resources, bringing skilled handling 
and amalgamation to bear on gradually developing a personal 
structure for them. A structure that reveals contradictory 
influences and delineates the metaphor of a body, with its 
moods, its fragility, its subjection to time and decay. The 
combination of elements gives rise to destructive processes — 
sun damage, breakup, erosion — as organic and solid matter abut 
and the geological and the liquid blend. Reinforced with steel 
skeletons or plexiglas tubing, these structures obey a modular 
principle; each sculpture can thus be rearranged from one 
exhibition to another, modifying its relationship with ambient 
space or coping with logistical constraints. Anne-Charlotte 
Yver’s engineering approach is far from merely technical: she 
heightens the potential of her material and bodily capacities, 
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using repeated modification to exploit matter’s instability 
and test it to its physical and imaginative limits. A joyful 
annihilation that comes with its share of emulation. Such an 
undertaking, by being persistently brought to its climax and 
beyond, comes to terms with melancholy’s undermining process.

— Antoine Camenen for L’ahah, 2019.
(English translation : John Tittensor)

Anne-Charlotte Yver was born in 1987 in Saint Mandé. She 
graduated in 2011 from the École Nationale Supérieure des Beaux-
Arts de Paris with the congratulations of the jury; her first 
solo exhibition takes place at the galerie In Situ — Fabienne 
Leclerc. In 2013, she was awarded a residency grant from the 
Fondation d’Entreprise Hermès and participated in Nouvelles 
Vagues at the Palais de Tokyo. Her work is exhibited in 2014 at 
the 59th Salon de Montrouge, in 2015 at La nuit blanche, at the 
CAC La Traverse and in the parallel program of the Biennale de 
Lyon. His works are shown at the Pavillon Vendôme in 2016, in 
Italy at the Castello di Lajone in 2017 and in Japan, in Tokyo 
within the group exhibitions Reciprocal Reliance and Scaipark in 
2019. In 2018, his solo exhibition 3296 at L’ahah closes a year 
of residence in the association’s spaces. In 2020, she will have 
a solo exhibition at the Les Tanneries art centre in Amilly. 
Anne-Charlotte Yver has been a member of L’ahah since 2017.
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Artworks
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3296, 2018 / 2019

• 3296, L’ahah #Griset, Paris, France, 2018
• SIECLE, La Tannerie, Bégard, France, 2019, 
curator : Franck Mas
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Exhibition view 
3296, 2018, L’ahah 
Griset, Paris, 
France

© Marc Domage / 
L’ahah, Paris
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Oxydoréduction 
(466/213), 2018

detail

Plexiglas, steel, 
hydrochloric 
acid, concrete, 
368 x 19 x 2 cm

Concrétion 2, membre 
2, section 4, 
subdivision 1, 2018

Plexiglas, steel, 
hydrochloric 
acid, concrete, 
340 x 29 x 89 cm

Oxydoréduction 
(1/11/53/107), 2018

detail

Plexiglas, steel, 
hydrochloric 
acid, concrete, 
450 x 372 x 2 cm

Exhibition view, 
3296, 2018, L’ahah 
Griset, Paris, 
France

© Marc Domage / 
L’ahah, Paris
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Exhibition view, 
SIECLE, La tannerie, 
Bégard, France, 2019

© Franck Mas
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ULALUME, 2017

• Castello di Lajone - International Art Exhibition, 
Quattordio, Italie, 2017, commissariat de Curate It Yourself, 
sur une invitation de Pietro Della Giustina et Claudia Buizza

«Taking shape in Castillo di Lajone, the installation operates 
like a network of steel tubes spreading in the cellar and 
punctuated by lit Plexiglas trays. The tubes pass through the 
trays they carry and in which latex shreds float. Emptied of 
the liquid that it should contain, the dried-up device rests on 
few stones taken from a river, and hovers over the floor of the 
cellar, submerged on rainy days. Traces, shadows, reflections 
trace the fragmentary narrative of a spectral presence.»

— Anne-Charlotte Yver, 2017
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Ulalume 
(Matérialités de 
l’informe), 2017

detail
 
steel, LED light 
bulbs, electric 
cables, plexiglass, 
latex, stones, 
variable
dimensions

Exhibition view, 
Castello di Lajone 
- International Art 
Exhibition, 2017, 
Quattordio, Italie

© Matteo Cirenei
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Ulalume 
(Matérialités de 
l’informe), 2017

detail
 
steel, LED light 
bulbs, electric 
cables, plexiglass, 
latex, stones, 
variable
dimensions

Exhibition view, 
Castello di Lajone 
- International Art 
Exhibition, 2017, 
Quattordio, Italie

© Matteo Cirenei
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STORAGE FACILITY II, 2017/2020

• Sheds, Invitation de Process’Art, Pantin, France, 2017
• Blob!, Galerie Bertrand Grimont, Paris, France, 2018
• Storage Facility, Espace d’art Silicone, Bordeaux, France, 2019

 
«This kinematic sculpture, like a developping alien body, 
infiltrates the hosting architecture in a reciprocal or 
inverted relationship of incorporation. 
Anne-Charlotte Yver models an expanding body by crossing 
technology, materialology and in situ and improvised gestures 
that provoke the idea of posthumanism or transhumanism beyond 
its merely reducing ideological effects. She questions its 
vibratile topicality.»

— Stéphane Léger, «Anne-Charlotte Yver», 
www.coloscopic.wordpress.com, 19 March 2017
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Storage Facility II,
2017

detail

concrete, steel, 
four-colour screen 
printing on frosted 
glass, LED light 
bulbs, electric 
cables, variable 
and potentially 
expanding 
dimensions

Exhibition view, 
Sheds, Invitation 
of Process’Art, 
Pantin, France, 
2017

© Anne-Charlotte Yver
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Storage Facility II,
2017

détail de l’oeuvre

béton, acier, 
concrete, steel, 
four-colour screen 
printing on frosted 
glass, LED light 
bulbs, electric 
cables, variable 
and potentially 
expanding 
dimensions

vue de l’exposition 
Sheds, Invitation 
of Process’Art, 
Pantin, France, 
2017

© Anne-Charlotte Yver
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Storage Facility II,
2019

detail

concrete, steel, 
four-colour screen 
printing on frosted 
glass, LED light 
bulbs, electric 
cables, variable 
and potentially 
expanding 
dimensions

Exhibition view, 
Storage Facility, 
2020, Silicone, 
Bordeaux

© Silicone, 
Bordeaux
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EXSANGUE, 2015 / 2016

• Exsangue - Acte I, galerie Marine Veilleux, Paris, France, 2015
• Exsangue - Acte II, dans Le parfait flâneur, Modules Hors 
les Murs du Palais de Tokyo, Halle Girard, Lyon, France, 2015, 
commissariat Hilde Terlink
• Exsangue - Acte III, galerie Marine Veilleux, Paris, France, 2015
• Bad at Sports, Chez Kit, Pantin, France, 2016, commissariat 
Marie Gayet et Célia Nkala

«In this  project where elements are interchangeable and become 
skeletons, surfaces, flesh, masses, structures or skins and where 
sculpture takes shape by assembling these elements, latex clearly 
stands for a fluid (blood) and a membrane. Steel dissects, 
controls and experiments on this evasive material, which shrinks 
and changes appearances, and becomes so thin when it stretches 
that it tends to escape from the vise that holds it.» 

— Anne-Charlotte Yver, Correspondence on Exsangue, 2015
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Exsangue - Acte I, 
2015

detail

steel, reinforced 
concrete, latex, 
neon lights, 
screen-printed 
rubber latex, 
grease, variable 
dimensions

Exhibition views, 
Exsangue - Acte 
I, galerie Marine 
Veilleux, Paris, 
France, 2015

© Anne-Charlotte Yver
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Exsangue - Acte II, 
2015

detail

steel, reinforced 
concrete, latex, 
neon lights, 
screen-printed 
rubber latex, 
grease, variable 
dimensions

Exhibition views, 
Modules Hors les 
Murs du Palais 
de Tokyo, Halle 
Girard, Lyon, 
France, 2015, 
curator : Hilde 
Terlink

© Anne-Charlotte Yver
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Exsangue - Acte II, 
2015

steel, reinforced 
concrete, latex, 
neon lights, 
screen-printed 
rubber latex, 
grease, variable 
dimensions

Exhibition view, 
Modules Hors les 
Murs du Palais 
de Tokyo, Halle 
Girard, Lyon, 
France, 2015, 
curator : Hilde 
Terlink

© Anne-Charlotte Yver
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Exsangue - Acte 
III, 2015

detail

steel, reinforced 
concrete, latex, 
neon lights, 
screen-printed 
rubber latex, 
grease, variable 
dimensions

Exhibition view, 
Exsangue - Acte 
III, galerie Marine 
Veilleux, Paris, 
France, 2015

© Anne-Charlotte Yver
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Exsangue - Acte 
III, 2015

detail

steel, reinforced 
concrete, latex, 
neon lights, 
grease, variable 
dimensions

Exhibition view, 
Exsangue - Acte 
III, galerie Marine 
Veilleux, Paris, 
France, 2015

© Anne-Charlotte Yver
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LIVING DEAD FACTORY - PART 2, 2014 / 2016

• 59e Salon de Montrouge, Le Beffroi, Montrouge, France, 2014
• Nonobstant, Nozay, France, 2016

«This free-standing steel construction painted in
white – it is a skeletal metaphor for the exhibition wall – 
will serve to test a number of possible configurations using 
the inherent resistance and alteration properties of the 
objects and materials involved. Of course, this particular 
creative approach is in keeping with the main tenets that ruled 
post-minimalist processes: the primacy of experience in the 
completion of a piece; confronting space temporality of studio 
and exhibition venue; enabling the visitor to get a sense of 
the play of weights and forces set off by the various parts of 
the assemblage.»

— Alexandre Quoi, «La vie des forces», (extract), Cat. 59e Salon 
de Montrouge, 2014



24

Living Dead Factory 
- Acte IV (Mur de 
montage) V.I, 2014

detail

steel, leather, 
reinfoced concrete, 
silkscreen 
printing on ground 
glass, pigments 
300 x 280 x 240 cm

Views of 59e Salon 
de Montrouge, Le 
Beffroi, Montrouge, 
France, 2014

© Quentin Mornay
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Living Dead Factory 
- Acte IV (Mur de 
montage) V.II, 2016

steel, leather, 
reinfoced concrete, 
silkscreen 
printing on ground 
glass, pigments 
300x 280 x 240 cm

Exhibition view, 
Nonobstant, Nozay, 
France, 2016

© Anne-Charlotte Yver
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LIVING DEAD FACTORY - PART 1, 2013 / 2014

• Condensation I, Nouvelles Vagues, Palais de Tokyo, Paris, 
France, 2013
• Résidence dans l’atelier d’artisans bottiers John Lobb, 
Paris, France, 2013
• Condensation II, Le Forum, Gin za, Tokyo, Japon, 2014
• Condensation III, Le studio, Maison Hermès, Séoul, Corée, 2014

This project started as part of the artist residency program 
of the Fondation d’entreprise Hermès, in collaboration with 
John Lobb’s bootmakers. «As for Acte 2 (Division du désir), 
it has the appearance of a functional object, something which 
is more unusual in this artist’s practice. Comprising a steel 
structure, the form of which recalls the concrete elements in 
Acte 1 (Manipulation), it presents a strange-looking artefact 
on a base. For those who look carefully, it transpires that 
underneath a stretched lambskin one can make out the salient 
edges of a pig’s skull, a ghostly presence. Whether some new 
kind of moving walkway, a launched pad, an element from an 
assembly line, a press, a piece of tackle, or a seat for two 
spectators contemplating Acte 1 (Manipulation), the presence 
of the vanitas as the work’s unusual structure makes its 
interpretation equivocal. It is a suspended moment from a story 
that is lost forever, a concentrate of a visual experiment.» 

— Clément Dirié, «En trois actes : fixer le temps, tendre 
les matières» (extrait), Cahier de résidence, Fondation 
d’entreprise Hermès, Actes Sud, 2013



27

Living Dead 
Factory, 2013

leather, reinforced 
concrete, lag 
screws, hooks, 
variable dimensions

in Living Dead 
Factory, 2013
(John Loob 
showroom, Paris, 
France) 

© Tadzio 
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Living Dead 
Factory, 2013

details

leather, reinforced 
concrete, lag 
screws, hooks, 
variable dimensions

in Living Dead 
Factory, 2013
(John Loob 
showroom, Paris, 
France) 

© Tadzio 
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MÉCANISMES PARALLÈLES, 2012

• Géographies Nomades, ENSBA, Paris, France, 2012
• Mécanismes Parallèles, Galerie In Situ Fabienne Leclerc, 
Paris, France, 2012 

«A few drawings organize, with an implacable but opaque logic, 
a utopian mental construction inside which a mineral shape 
could be subject to permutations following a perfect, circular 
and infinite order. This very order develops itself out of an 
aberration in perspective : the proportions of each
drawing showing the metamorphosis of this shape from a central 
point are applied to the field of sculpture, therefore leading 
to a new construction. As it is, each drawing depicts a single 
position, out of 360 possible variations of degrees around this 
center. Any concrete endeavour to build this shape in
space develops into an ominous venture. The structure of the 
formwork, too fragile, becomes distorted and cracks under the 
pressure of the concrete, bending vertical lines, splitting 
surfaces, crumbling corners. The various chaotic flows of 
substance crystallize and become a visual layer.»

— Anne-Charlotte Yver, text of the exhibition Mécanismes 
Parallèles (extract), 2012
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Sans titre, 2012

silkscreen printing 
on concrete, 
170 x 80 cm

Extraction 
n°33/360, 2012

concrete, 
166 x 30 x 196 cm

Excavation - Objet 2 
(Appareil), 2011

40 reinforced 
concrete 
elements, bolts, 
406 x 230 x 150 cm

Exhibition view, 
Mécanismes 
Parallèles, Galerie 
In Situ, Fabienne 
Leclerc, Paris, 
France, 2012

© Quentin Mornay 
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Extractions, 2012

pencil on graph 
paper, 65 x 50 cm

Extraction 
n°33/360, 2012

concrete, 
166 x 30 x 196 cm

Exhibition view, 
Mécanismes 
Parallèles, Galerie 
In Situ, Fabienne 
Leclerc, Paris, 
France, 2012

© Quentin Mornay
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EXCAVATION, 2011

• Excavation, Atelier Emmanuel Saulnier, Ensba, Paris, France, 2011

«The meaning of my scuptural practice and of all the acts it 
implies would then be resistance. A mere attempt to master, 
order and control things against chaos. But what is standing 
only stands in the moment. In the apparent rigour of a 
posture and in the anxiety of an uncertain stability, its 
disintegration has already begun. What resists then is not 
the object, but the constant effort of a body and a thought 
towards construction, the calm tension of an energy in an 
indeterminate but maybe life-saving search when confronted 
with the frightening precariousness of things.»

— Anne-Charlotte Yver, 2011



33

Excavation, 2011

reinforced concrete, 
neon tube, green 
filter, variable 
dimensions

Exhibition view, 
Excavation, Atelier 
Emmanuel Saulnier, 
ENSBA Paris, 2011

© François Bianco
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Plaques, 2011

details

reinforced 
concrete, neon 
tube, green filter, 
650 x 300 x 10 cm

Excavation - Objet 2 
(Appareil), 2011

40 reinforced 
concrete 
elements, bolts, 
406 x 230 x 150 cm

Exhibition view, 
Excavation, Atelier 
Emmanuel Saulnier, 
ENSBA Paris, 2011

© François Bianco
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Text «Anne-Charlotte Yver. Interviw with John Cornu», 
Redux, n°50, December 2016
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In its blend of veiled tensions and evocative slackening, of 
control and chaos, Anne-Charlotte Yver’s sculptural practice 
is marked by an overt formal toughness. Elaborate yet fragile, 
crass yet sensitive, her constructions show us power struggles 
in action. Proceeding via arbitrary interconnections, formal 
analogies, and resonances, she designs her works in the manner 
of enormous collages, of precariously balanced assemblages. 
Pushed to their limits, her favourite materials trigger 
different narrative potentialities. 
Born in 1987, Anne Charlotte Yver graduated from the École des 
Beaux-Arts in Paris in 2011 and since then has had a series of 
exhibitions and residencies, plus a number of prizes... A true 
artistic discovery.

John Cornu : I’d like to know more about your involvement with 
experimentation. Do your projects take shape as you go along in 
the studio, or are they defined in advance?

Anne-Charlotte Yver : As a rule each project follows on from 
the one before: there’s always a residuum to be reworked or a 
new question that arises. I begin by instinctively grouping 
certain elements – materials, maybe, or an intuitive form, an 
object, a word, a text, a recurring idea, an image – that seem 
to share some elliptical or empirical link, however fragile. 
I never know just where this is going to lead me. Then the 
work in the studio – which is based on experimentation – sorts 
things out: additions and subtractions, subgroupings that give 

«Anne-Charlotte Yver, interview with John Cornu»
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rise to different pieces from the initial cluster, so to speak, 
with each taking on the specificity of a given aspect. It can 
be tempting to consider a piece in its apparent isolation, 
but for me the work always functions via its resonances, and 
the field of those resonances is open-ended and shifting. 
It’s present in the studio, then from time to time in the 
exhibition space – but beyond, as well. The settings are highly 
mobile and often non-definitive: the same pieces presented in 
another spatiotemporal context have sometimes been reworked, 
and every fresh positioning leads to a reconfiguration of the 
field of resonances. Experimentation takes the form of a degree 
of repetition or variation, and the establishing of methods 
to be tested. This is how the experimental method, initially 
precarious or purely instrumental, is absorbed by the piece, 
thus becoming structure and medium for an ongoing process.

J. C.: How do you see the work of other artists? I’m thinking 
here of people like Emilie Ding, Oscar Tuazon, Tatiana Trouvé 
and Simon Deppierraz.

A.C.Y.: I take a fairly distanced view of the visual arts and 
I don’t go to exhibitions much. So I don’t really know the work 
of the artists you just mentioned and because my own is in 
constant movement I think it’s still a bit early for me to be 
able to situate it. I’m mostly fuelled by literature, music, 
architecture and the cinema, and via a certain porousness or 
responsiveness to what’s going on – to private, subjective 
experience. The fact that I’m younger than all those artists 
could have sparked the issue of influence; but the question 
doesn’t arise, doubtless because I haven’t been in direct 
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contact with them and came to them late, at a time when the 
fundamentals of my work were already fixed. You could say 
the nub of my work took shape at art school: back then I was 
powerfully affected by some of the artists I was sharing the 
same studio and the same concerns with, and whose work I could 
observe at length from the inside; and by the multifaceted 
interplay between tension and receptiveness; I don’t get much 
out of a finished form if I can’t spot its prior tensions 
– interior and exterior – and the context of its necessity 
and its relationships. Sometimes, of course, the enclosed 
entity formed by the exhibition and its backup material 
sets this process in motion; but for me it’s always a less 
forceful, less complete experience compared to the intensity 
of a real encounter with someone’s long-term studio work, a 
real confrontation with another artist via their output. So 
if there’s a kinship, for me it’s been built up with Andrés 
Ramirez and an intensity of form that has long haunted me; 
with Jean-Baptiste Lenglet – our collaboration goes back 
years and we still have several projects in the pipeline; in 
conversations with Laura Huertas Millan of the keen critical 
eye, with the unfailingly supportive François Bianco, and 
with Quentin Mornay, Elise Vandewalle, Steeve Bauras and Jean-
Baptiste Mognetti – to name but a few.
 
J. C.: You mentioned literature and the cinema; what part do 
they play in your creative process ?

A.C.Y.: Generally speaking I’m on the hunt for anything to do 
with the ambiguous relationships between bodies and objects, 
bodies and buildings, bodies and other bodies. For anything 
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that can feed into my concerns, in a broad – and not I often 
need these parallels to formulate what I’m looking for, both 
for myself and as a means of transmission. When I’m reading 
I copy bits into my notebook; when I’m watching a film I have 
my camera with me and take screen shots of specific moments. 
This archive is my repertoire of forms, my endlessly expanding 
dictionary. In a sense I feed off these narrative forms while 
also giving them a pretty rough time. I deconstruct them, 
extracting abstract and active principles as well as energies, 
relational systems and points of tension. Forms can arise out 
of this deconstruction. Sometimes I seize on words or images 
that can live on in my works as traces, as pointers to a 
narrative at once inaudible, incomplete and fragmentary. 

J.C.: Looking at your pieces one has the impression more 
of a concrete approach – active presentation – than of a 
representational rationale.

A.C.Y.: What I was talking about is a practice that took shape 
at times when I had no studio or workspace and that continued 
on as a basic way of working. Ultimately the two issues – 
representation and presentation – are intertwined, and it’s 
in the process that there’s a kind of shift towards what 
could really be an «actualised idea». I sometimes compare this 
process to the shaping of a ritual. The materials or «grouped 
elements» I spoke of earlier are sometimes taken over – on 
the basis of a formal link or a terminological proximity – as 
a jumble ranging from latex to blood. In a way, once provided 
with their field of reference, these elements are practically 
no longer seen as anything but plastic matter and are handled 
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according to their physical and perceptual interaction. The 
whole is then embedded in a system that could settle for being 
self-referential but is not solely so. It seems to me, then, 
that what initially belonged to the field of the narrative 
lives on in the piece as echo or revenance. And in the 
confrontation with the pieces transmission takes place on a 
physical level, as hand to hand combat. First and foremost the 
works must have an impact: that’s my aim, anyway.

J.C.: How do things go with the curators you work with ?

A.C.Y.: In the studio I spend all my time searching and 
experimenting, but without exhibitions there would probably 
be no works. I have no need to end up with a preconceived 
form and I’m incapable of anticipating the scale of a given 
project. The work has to relate to other objects: a spatial 
context, a building and the potential for human movement, for 
confrontation with a sensory body. That relationship only 
exists in an exhibition project in a concrete setting. Prior 
to that things function within a tightly closed circle, in a 
near-intimacy between my own body and what’s being constructed. 
I don’t have any works that would exist in a purely contextual 
relationship – to space, for example. On the other hand, most 
of the time this aspect is seriously engaged with, even if, as 
I was saying, the work can involve several levels of ideas. 
As for the cinema, I’m more and more intuitively convinced 
that my work has an ongoing connection with it – as something 
composed and recorded – about matters like visitor circulation, 
assemblage and relationships in the exhibition context. There’s 
a time-based construction process that’s indissociable from 
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working with space and from the circulation of bodies; there’s 
the possibility of appropriation, flashbacks and freeze-
frames, as when you cut up a film or a book for your own 
purposes and the author can do nothing about it. Exhibitions 
can often function according to a tightly constructed narrative 
framework, but within the visitor itinerary the works must 
provide spikes of intensity and sudden emotion, while at the 
same time being capable of taking their distance. So far I 
don’t have a lot of experience in working with curators, except 
for group shows, where attitudes really vary from one artist 
to another. As a rule I adapt. Often you get a categorical 
decision regarding a work, so while it can happen that I 
show a piece as it stands, as a rule it has to be reworked 
according to a context or spatial considerations. Sometimes 
it’s just an intuitive thing on the curator’s part and I have 
to try to understand and come up with an idea. Other times, 
though – and this is what I prefer – I have a free hand for a 
completely new work, in which case the dimensions of the site 
are very important. I ask the curator to trust me, because I 
do everything on the spot at the last minute and provide very 
little advance information. What’s not easy in group shows, 
with work like mine – tied to relational systems – is to accept 
a degree of decontextualisation: when I have to pull a piece 
out of the set it belongs to and put up with fragmentation so 
that it will fit into a completely new field of resonance that 
no longer has anything to do with me. In that kind of situation 
I try most of all to engage with the work’s connection with the 
place or propose a piece that functions as a closed circuit. 

J.C.: As I see it, a lot of your pieces involve the 
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distillation of a relatively chilly world of perceptible 
interplay between tensions, of slightly clinical mechanisms 
reminiscent of Marcel Duchamp’s bachelor machines or 
sadomasochistic erotic practices like shibari. Is this a 
conscious aspect of your work ?

A-C.Y.: Your question raises a subject more complex than an 
established aesthetic. On the one hand my investigations are 
very much indebted to the films of David Cronenberg and the 
books of J.G. Ballard – among others, of course. The meeting 
of the two comes with Crash, which I read and saw ten years 
or so ago, when I’d just started art school. I also got 
really interested in American Minimalism and its relation 
to perception, probably because I had learned to understand 
objects and spatial situations through sensory, sensual 
experience. Apprehension of the geometric forms and impersonal 
materialities of the Minimalist era comes as something of a 
shock for an organic body and it seems to me that in this 
collision between a stable element and an unstable body 
there’s a very potent erotic vibration. 

Ballard makes recurring allusions to these sensations: an 
eye straying over the flawlessly sharp lines of the empty 
corner of a room; the burning of cold metal on vibrant skin; 
a wounded leg coerced by an artificial limb; the crushing 
weight of a concrete building. All these connections with 
the inert modify and whet physical and mental sensation, and 
trigger this strange urge to become one with the object of 
one’s fantasies and fears – an urge to be found equally in 
our relationship with things and in the erotic ties between 
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human beings. The damaged bodies in Crash have machine parts 
embedded in them; and if – in a totally different aesthetic 
register – we take Moby-Dick as an example, there’s Captain 
Ahab ruling supreme, whalebone leg and all, aboard a ship 
whose tiller is made from the jawbone of a member of the 
hunted species. In both narratives death is always close at 
hand and accepted as a possibility: what’s involved is pushing 
the limits, and the peak of intensity comes at the tipping 
point. 

At one stage in my work there was an obsession with 
relationships founded on authority, domination and resistance, 
together with the hypothesis of a stable form existing 
only in the precarious, complex balance between opposing 
forces. But once tested out via experimental treatment or 
«actualised» thinking, these questions revealed to me that 
these relationships and their actions aren’t determined in a 
fixed, unilateral way, as in the case of a sadomasochist, for 
example. Truer and more interesting is that what’s at stake is 
power in Michel Foucault’s sense : «. . . the multiplicity of 
power struggles which are immanent in the domain where they 
are exercised and are constitutive of their own organisation; 
the game which, by way of incessant struggles and 
confrontations, transforms, strengthens, or reverses them; the 
support which these power struggles find in one another, thus 
forming a chain or system; or,  on the contrary, the slippages 
and contradictions which isolate them from one another.»
In short, in developing my works, I try to attain to a 
shifting relational system within which form evolves. This 
can’t be done without a certain clinical distancing – which 
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is necessary, given that my primary impulse is distinctly 
autobiographical.

— December 2016
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SOLO-SHOWS

2020
•solo-show, Galerie Les Limbes, 
Saint-Etienne, France
• Leaking point, Les Tanneries, 
Amilly, France
• Storage Facility, Silicone 
espace d’art contemporain, 
Bordeaux, France

2018
• 3296, L’ahah, Paris, France

2016 
• Art Rotterdam, galerie Marine 
Veilleux, Rotterdam, Pays-Bas

2015 

Curriculum vitae

Anne-Charlotte Yver

Born in 1987
Lives and works in Paris, 
France

• Exsangue - Acte III, galerie 
Marine Veilleux, Paris, France
• Les Barreaux, Nuit Blanche 
2015, Paris, France
commissariat : Le Chassis
• Exsangue - Acte I, galerie 
Marine Veilleux, Paris, France

2014 
• Experiments (Corps trouvés), 
Embassy Of Foreign Artists, 
Geneva, Switzerland
• Fusion, galerie Marine 
Veilleux, Paris, France

2013 
• Mutation 13, galerie du Crous 
de Paris, Paris, France

2012 
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• Mécanismes Parallèles, 
galerie In Situ, Paris, France

2011 
• Excavation, Atelier Emmanuel 
Saulnier, Ensba, Paris, France
• Castello di Lajone - 
International Art Exhibition, 
Quattordio, Italy 
curator : Curate It Yourself
• Construction Déconstruction, 
Delta Studio, Roubaix, France
curator : Renato Casciani
• Sheds, Process’art, Pantin, France
• Printers Matters, Paris, 
France on the invitation of 
Olivier Moriette and 
Edouard Wolton

GROUP SHOW

2020
• And, that all become soil, 
Hanarart Festival, (curator : 
Chie Uchida), Nara, Japon

2019
• SIÈCLE, La tannerie, Bégard, 
France, curator : F. Mas
• Reciprocal Reliance, SCAI The 
Bathhouse, Tokyo, Japon
curator : Curate It Yourself

• Mudança #02, Parque Guinle, 
Rio de Janeiro, Brésil
• Scaipark, Tokyo, Japon
2018
• Horizons inversés, duo show 
with Marie Lelouche, Delta 
Studio, Roubaix, France
• A Free Fall, avec Jean-
Baptiste Lenglet, L’ahah, Paris
• Intra, with Augustien Steyer, 
L’ahah, Paris, France
• Blob!, Galerie Bertrand 
Grimont, Paris, France, 
curator : Marion Zillio
• #678, invitation Point 
Contemporain, Villa Bellevile, 
Paris, France

2017
• Castello di Lajone, 
International Art Exhibition, 
commissariat Curate It 
Yourself, Quattordio, Italy
• Construction Déconstruction, 
Delta Studio, Roubaix, France
• Sheds, invitation of  
Process’art, Pantin, France
• Printers Matters, Paris, France

2016 
• Storage Facility, Virtual 
Dream Center, invitation of 

Jean-Baptiste Lenglet
• Bad At Sports, Chez Kit, 
Pantin, France, curator : Marie 
Gayet / Célia Nkala
• Nonobstant, Nozay, France
curator : Marine Provost & 
Hugues Albes-Nicoux
• D’autres possibles, Pavillon 
Vendôme, Clichy, France,
curator : Thomas Fort

2015 
• Le parfait flâneur, Modules 
Hors les Murs du Palais de Tokyo, 
Halle Girard, Lyon, France,
curator : Hilde Teerlinck
• Minimum production Maximum 
expression, galerie Gourvennec 
Ogor, Marseille, France
curator : Thimothée Talard
• Présente, CAC La Traverse, 
Alfortville, France,
curator : Joël Riff
• Empan, galerie Marine 
Veilleux, Paris, France
• Art Karlsruhe, Karlsruhe, 
Germany

2014 
• #1 Poros, galerie Marine 
Veilleux, Paris, France
• YIA Art Fair, Carreau du 
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2010 
• Grant Colin-Lefrancq for la 
Facultad de Artes Visuales 
de la Universidad de Chile, 
Santiago du Chili, Chili

FORMATION

2011 
Diplôme national supérieur 
d’arts plastiques avec les 
félicitations du jury à 
l’unanimité, Ecole nationale 
supérieure des beaux-arts, 
Paris, France

2011/2012
Echange à la Facultad de Artes 
de la Universidad de Chile, 
Santiago du Chili, Chili

2009 
Diplôme de premier cycle, Ecole 
nationale supérieure des 
beaux-arts, Paris, France

• Géographies Nomades, 
exhibition of congratulate 
graduate, Ensba, Paris, France
curator : Chantal Pontbriand

RÉSIDENCY

2019
• Résidences d’artistes en 
entreprises, Compagnie Vinicole 
De Bourgogne Chagny, France

2018
• Delta Studio, artist run 

space,  Roubaix, France

2017
• L’ahah, Paris, France
• Sheds, Invitation Process’art, 
Mairie de Pantin, Pantin, France

2014
• Embassy Of Foreign Artists, 
Geneva, Switzerland

2013
• Residency programm of La 
Fondation d’entreprise Hermès, 
Atelier de bottier John Lobb, 
Paris, France

temple, Paris, France
• Condensation III, Le studio, 
Maison Hermès, Séoul, Corée
curator : Gaël Charbau
• Surfaces et Mesures, La 
Tannerie, Bégard, France
• 59e Salon de Montrouge, France
• Condensation II, Le Forum, 
Ginza, Tokyo, Japon, curator : 
Gaël Charbau

2013 
• Condensation I, Nouvelles 
Vagues, Palais de Tokyo, Paris
curator : Gaël Charbau

2012 

AWARDS

2013 
• Residency grant of La 
Fondation d’Entreprise Hermès

2012 
• Artistic price of Fénéon de 
la Chancellerie des Universités 
de Paris, France
• Sculptural price Georges 
Coulon de l’Institut de France
•Sculptural price, Fondation 
Joseph Epstein, France
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2018
• Guillaume Benoit, «Anne-
Charlotte Yver, L’ahah», Slash 
Paris, 10 octobre

2017
• «Anne-Charlotte Yver : 
Storage facility», Point 
contemporain, #7, December

2016
• Stéphane Léger «Storage 
Facility», Collectif, Virtual 
Dream Center 1.0, Récit éditions
• «John Cornu / Anne-Charlotte 
Yver (Entretien)», Redux, n°50, 
Anglet, France, December

2015
• «Les modules - Fondation Pierre 
Bergé - Yves Saint Laurent 2010-
2015», Palais Hors Série

Publications and 
press reviews

• Léa Bismuth, «Même les corps 
absents ont des humeurs», text 
for the exhibition at Galerie 
Marine Veilleux
• Aude Lavigne, «Les carnets de 
la création», France culture, 
France, November 2th 
• «Anne-Charlotte Yver - 
Exsangue Acte III», Point 
contemporain, October 26th
• «Biennale de Lyon 2015 : 
Autopsie de la vie moderne», 
Revue Entre, October
• Leïla Simon, «Anne-Charlotte 
Yver : les limites de la 
matière», Le quotidien de 
l’art, n°902, September 18th
• «Anne-Charlotte Yver - 
Exsangue Acte I», Point 
contemporain, September 12th 
• Pauline Lisowski, «Présente, 
une exposition qui reconfigure, 
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révèle et interroge l’espace et 
le temps», Inferno Magazine
2014
• Erwan le Bourdonnec, 
«Surfaces et mesures», 
texte pour l’exposition à La 
tannerie, Bégard
• Alexandre Quoi, «La vie des 
forces», Catalogue du 59e Salon 
de Montrouge
• Entretien avec Gaël Charbau 
pour l’exposition à l’atelier 
Hermès, France
• «Atelier Project», Vogue 
Korea, October  
• Joongang Sunday, n°395
• Anaël Pigeat, «Salon de 
Montrouge», art press, n°413, 
July-August
• Naoko Aono, «Texture In 
Gentle Light», Pen with new 
attitude, n°356, Tokyo, Japan
• «Yia - tête chercheuse», La 
Gazette de l’hôtel Drouot
• Naoki Miyasaka, 
«Condensation : Artistes en 
résidence», www.kalons.net
• Yayoi Kojima, Bijutsutecho
• Joël Riff, «Gaïa», Chronique 
Curiosité, week 06

2013
• «Nouvelles Vagues», Palais, 
n°18, June
• Clément Dirié, «En trois 
actes : fixer le temps, tendre 
les matières», Les cahiers 
de résidence de la Fondation 
Hermès, Arles : Actes Sud
• Joël Riff, «Nouvelles 
Vagues», Chronique Curiosité, 
week 29
• Joël Riff, «Concret», 
Chronique Curiosité, week 19
• Olivier Cena, «La chronique 
d’Olivier Cena», Télérama, 3294

2012
• Théodora Domenech, 
«Géographies Nomades», 
Catalogue des félicités de 
l’ENSBA, Paris
• Joël Riff, «Mémorial», 
Chronique Curiosité, semaine 34
• Anne-Charlotte Yver, 
Jean-Baptiste Lenglet et F. 
Bianco, Railroad Sound, The 
Panels Of Silence Editions, Paris

2011
• Anne-Charlotte Yver et Jean-

Baptiste Lenglet, Catalogue 
Général 2011, The Panels Of 
Silence Editions, Paris

2010
• Anne-Charlotte Yver et Jean-
Baptiste Lenglet, Catalogue 
Général 2010, The Panels Of 
Silence Editions, Paris
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L’AHAH

ahah : French masculine noun. 
An opening in a plain wooden fence permitting or extending a 
view.

L’ahah offers visual artists personalised, long-term 
assistance in the form of tools – exhibitions, publications, 
collaborations, encounters with the public, transdisciplinary 
events – specifically adapted to their respective approaches 
and practices. The goal is to enhance their outreach and thus 
help support contemporary art. L’ahah currently has thirteen 
artist-members working in a variety of media.

L’ahah has two exhibition spaces in Paris’s 11th 
arrondissement and an experimental venue in Ris-Orangis, in 
the city’s southern suburbs. 

ARTIST-MEMBERS

Claire Chesnier (1986, France), Jean-françois Leroy (1982, 
France), Enrico Bertelli (1959, Italy), Anne-Charlotte 
Yver (1987, France),Vincent Hawkins (1959, UK), Jeffrey 
Silverthorne (1946, USA), Katrin Koskaru (1977, Estonia), 
Lena Amuat & Zoë Meyer (1977 & 1975, Switzerland), Charlie 
Boisson (1980, France), Bernard Gaube (1952, Belgium), 
Vincent Dulom (1965, France), Ran Zhang (1981, China)

01 71 27 72 47
info@lahah.fr
www.lahah.fr

L'ahah #Moret
24-26 rue Moret 
75011 Paris

L'ahah #Griset
4 cité Griset
75011 Paris


