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About the artist The colours Vincent Hawkins hangs on the wall – scraps of 
fragile paper or flimsy card – hover in space, sensitive to 
the least breath of air. Pinned or sometimes simply laid on 
the floor, they display the delicate, razor’s-edge balance all 
Hawkins’s work strives to maintain. These painted leftovers – 
almost sculptures – are the outcome of an ongoing paring-down 
of the artist’s resources. He was painting on canvas, but his 
attention was deflected towards the scraps of cardboard that 
guided the drawing of the shapes. The clumsy lines and the 
brushstrokes overflowing onto these improvised stencils leave 
footnotes to the pictures, unassuming productions needing 
only some straightening-up. A few fold-lines mark their 
surface. Sometimes just one. Next to nothing. Arrangement 
of the fragments is enough to form a work of art, a vast, 
multicoloured assemblage of broken lines and colour matches 
running from the floor up the wall. The only backdrop is the 
white of the wall, contrasting (all but imperceptibly) with 
the blankness of the paper. The arrangement itself is precise 
and meticulous, while paradoxically seeming open-ended. Its 
overt precariousness illustrates the creative process that 
steers this ephemeral art: everything can be made and unmade, 
while the artist repurposes non-classical materials. The 



4

paintings Vincent Hawkins is still producing have learnt from 
this orchestration of vividly coloured fragments in time and 
space; and we can spot pentimenti there, hidden among motifs 
that look to have been cut out with collage in mind. Once 
again, the shapes are there, hanging fire – and their harmony, 
obviously, is a matter of fragility.

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

Vincent Hawkins (born in 1959) lives and works in London. 

Vincent Hawkins has had numerous solo and group exhibitions 
internationally, including: in 2008 at the Royal Academy of Arts 
in London, in 2011 at the Artary Gallery in Stuttgart, in 2013 at 
the Art Museum in Terrance, California, and at the Dan Devening 
Projects in Chicago, in 2019 at the Sid Motion Gallery in London, 
and in 2020 at the Galerie Bertoux-Vidal in Paris. In 2022, he 
participates in the program L’art dans les chapelles, curated by 
Éric Suchère.

Supported by the Sid Motion Gallery, London, Vincent Hawkins 
has been accompanied by L’ahah since its creation in 2017, he 
benefited in 2019, from a solo exhibition entitled Growing a Soul.
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Artworks and 
exhibition views
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Exhibition view 
L’art dans les 
chapelles, Chapelle 
Saint-Tugdual, 
Quistinic,France, 
2022 

curator: Éric 
Suchère

photo © Aurélien 
Mole / L’art dans 
les chapelles
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Exhibition view 
L’art dans les 
chapelles, Chapelle 
Saint-Tugdual, 
Quistinic,France, 
2022 

curator: Éric 
Suchère

photo © Aurélien 
Mole / L’art dans 
les chapelles
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Untitled, 2022

acrylic on paper, 
61 x 85 cm

photo © Aurélien 
Mole / L’art dans 
les chapelles
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Exhibition view 
Landing Like A 
Comet, Sid Motion 
Gallery, London, 
England, 2021

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London
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Exhibition view 
Landing Like A 
Comet, Sid Motion 
Gallery, London, 
England, 2021

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London
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Exhibition view 
Landing Like A 
Comet, Sid Motion 
Gallery, London, 
England, 2021

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London
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HOME, Learning, 
2021

oil on canvas, 
51,5 x 41 cm

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London
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Exhibition view 
Landing Like A 
Comet, Sid Motion 
Gallery, London, 
England, 2021

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London
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November, 2020

oil on canvas, 
50 x 40 cm 

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London
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Exhibition view 
Growing a Soul, 
L’ahah, Moret, 
Paris, France, 2019

photo © Marc 
Domage / L’ahah, 
Paris
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Exhibition view  
Growing a Soul, 
L’ahah, Moret, 
Paris, France, 2019

Wing, 2019

acrylic on paper, 
61 x 114 cm

private collection, 
France

photo © Marc 
Domage / L’ahah, 
Paris
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Untitled, 2019

watercolor on 
paper, 70 x 100 cm

photo © Marc 
Domage / L’ahah, 
Paris
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Exhibition view  
Growing a Soul, 
L’ahah, Moret, 
Paris, France, 2019

photo © Marc 
Domage / L’ahah, 
Paris
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Exhibition view 
Growing a Soul, 
L’ahah, Moret, 
Paris, France, 2019

Heart, 2019
 
acrylic on paper, 
121 x 152 cm

private collection, 
France

photo © Marc 
Domage / L’ahah, 
Paris
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Night Garden 
(Lavender), 2018 

oil on canvas, 
40 × 35 cm 

photo © Marc
Domage / L’ahah,
Paris
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Life  Among The 
Chimney Pots, 2018

acrylic on canvas,
30,6 x 25,5 cm

photo © Luke 
Fullalove
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Exhibition view  
Night Garden, Sid 
Motion Gallery, 
London, England, 
2019

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London
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Night Garden 
(Ground), 2019

acrylic, ink 
and wax pencil 
on canvas,   
30,6 x 25,5 cm

photo © Marc 
Domage / L’ahah, 
Paris
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Night Garden 
(birds), 2018

acrylic on canvas, 
170x 210 cm

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London
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Exhibition view 
Night Garden, Sid 
Motion Gallery, 
London, England, 
2019

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London



26

Night Garden, 2018

oil on canvas, 
100 × 132 cm
 
photo © Luke
Fullalove / Sid
Motion Gallery,
London
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Exhibition view  
Night Garden, Sid 
Motion Gallery, 
London, England, 
2019

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London
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Night Garden 
(Submerged), 2019

acrylic on paper,
46,2 x 40,9 cm

photo © Marc 
Domage / L’ahah, 
Paris
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Exhibition view 
Night Garden, Sid 
Motion Gallery, 
London, England, 
2019

Folded 2, 2019

ink on paper, 
79x 130 cm

photo © Luke 
Fullalove / Sid 
Motion Gallery, 
London
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Untitled (Green/
Black), 2015

acrylic on 
cardboard, 
35,5 x 97 cm

photo © Peter 
Abrahams
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Wall Hanger, 2014

cardboard and 
cotton, 42 x 70 cm

photo © Peter 
Abrahams
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Studio view, july 
2016

Deborah House,
London

photo © Peter 
Abrahams
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untitled, 2014

acrylic on 
cardboard,
90 x 190 cm

photo © Peter 
Abraham
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Missing, 2016 

gouache on paper, 
29,5  x 41,5 cm

photo © Peter 
Abrahams
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Untitled, 2013 

gouache on paper, 
20 x 27 cm

photo © Peter 
Abrahams
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Press, 2014

gouache on paper, 
37 x 40 cm

photo © Peter 
Abrahams
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View, L’ahah, 
Griset, Paris, 
France, 2019 

photo © Marc 
Domage / L’ahah, 
Paris
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Night Garden (Early 
Hours), 2019 

oil on canvas, 
46 x 35,9 cm

photo © Marc 
Domage / L’ahah, 
Paris
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Night Garden, 2019

acrylic on canvas, 
31 x 40 cm

photo © Luke 
Fullalove
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Texts Éric Suchère, «Untitled», September 2019.

Marie Cantos, «About Growing a Soul», text written for the solo 
show of Vincent Hawkins at L’ahah, September 2019.

Interview with Laurent Boudier, «Fragments of a conversation», 
Deborah House studio, London, July 2016. 
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Be it a flower or an ochre yellow heart with broken edges 
(Heart); harsh cuts and folds that create colourful shapes; 
constructions in subdued tones dialoguing on the wall in a 
play of scale; thin acidic colour on folding lines, the tear as 
much an absence as it is an edge... Within the visible evidence 
of simple, rudimentary gestures (apply, fold, tear, cut...), in 
the maculating colour, the drawing - an improvised leap -, the 
fragility, held together by nothing, or almost nothing; within 
the suspension - “like a comma” - is the path to a precarious 
balance. The grace of a spontaneous mark leads to unexpected 
forms; the mood of the colours; the tonality as expressive as 
flashes or emotional snippets like memory; passing from one state 
(thing) to another by a collision of intentions, as in the chasm 
between the lightness of the papers and the dark lyricism of 
the canvases (Night Gardens); or again, barely between the two 
(Plains); images that are open to rapid mark-making, to a black 
covering, to a reversal of direction : shapes stopped in their 
tracks, tonality, note, space.

— Éric Suchère, September 2019 
(English translation: L’ahah, Paris) 

Committed to supporting contemporary art with the words and ideas of 
thinkers in various fields, L’ahah regularly commissions texts and/or 
interviews. The solo shows are the perfect opportunity for displaying 
this attentiveness to critical, theoretical and literary tools; this is the 
context for the text by Éric Suchère. 

«Untitled»
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On an expedition reaching to a certain fold in the coast to the 
west of St Ives, known as Trevail, the autumnal dusk fell before 
the party had fairly started homewards. And indeed the view, 
still solid in the twilight, was such as to draw one’s silent 
and steadfast attention.

When we began discussions with Vincent Hawkins regarding 
preparation of his first solo show at L’ahah, he was getting ready 
to open an exhibition in London with his gallerist Sid Motion. 
The title, taken from a recent series of paintings, was Night 
Garden. The paintings in question were based on the artist’s 
observation of his garden at night. Here and there familiar 
outlines surface amid intensely dark tones, radiating colours 
that are vivid and at the very least in sharp contrast. A green, 
a white. But these outlines dissolve immediately in the pitch 
darkness. Because it’s night. 

In half-an-hour’s time even the white surface beneath us swam 
like mist, and our feet struck somewhat tentatively as though 
they questioned the ground. A figure withdrawing itself some 
yards wavered for a moment and was then engulfed as though 
the dark waters of the night had closed over it, and the voice 
sounded like one reaching across great depths.

Because it’s night and because Vincent Hawkins is also seeking 
an epiphany, fully aware that it will inevitably disappear as 

«Untitled — about Growing a Soul»
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rapidly as it appeared, and if possible amid laughter. This 
is the great strength of the work of a British artist who is 
a firm believer in truth – in the inner light itself – but is 
careful never to let himself be fooled by its habitual regalia. 
He knows, or at least senses, that truth offers itself with 
disarming, even hilarious obviousness. And often with modesty. 
Like his works made of paper or card. The latter, a very recent 
addition to his formal repertoire, take the form of geometrical 
improvisations, while those made of paper – partially born out 
of the leftovers of other works – sometimes open out as colourful 
arabesques. And on other occasions – since ultimately they only 
show themselves partially, and often folded inwards, awaiting the 
bolder gaze that will dare to deflower them.

It was noticeable that though we walked in close companionship 
and tried to defy the dark with cheerful argument, our voices 
sounded strange to each other, and the most cogent reasoning 
lacked authority; insensibly we glided into such topics as are 
suitable to sombre and melancholy places.

Growing a Soul is the title Hawkins has given to his solo show 
at #Moret, L’ahah’s street outlet. Make a soul bigger, the way 
you make a plant grow: there is a deeply humanist dimension to 
be emphasised here. For this artist poverty of materials seems 
to be a necessary precondition for working uninhibitedly. If 
ever you meet him, you will certainly discuss politics more than 
art. And though you may not realise it immediately, his shows 
are like installations, his paintings contain the curves and 
countercurves of the paper works, which themselves come across 
as potential matrices for other paintings to come 
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and, especially, stand revealed in interaction with their 
surroundings. Paradoxically, arranging them on a wall inclines 
them towards and into the third dimension, stressing their 
delicate evolution into bas-reliefs; then creates, out of voids 
and encounters, tensions resolved or accentuated by different 
heights and different interconnections with the exhibition space 
and its light and architecture. Here the dappled floor. There the 
angle of a wall. And the artist’s minimal intervention becomes 
an unlikely cardboard pilaster which, via witty parallactic 
distortion, turns the ceiling into papier mâché.

Both eyes and ears were fast sealed, or, for the pressure on 
them was of something intangible, had grown numb insensibly, 
so that the apparition of several lights beneath us had to be 
realised almost with a conscious effort. Could one really see, as 
in the daytime, or was this some vision within the brain like 
those stars which a blow scatters before the eye? There they 
hung, floating without anchorage, in soft depths of darkness in 
a valley beneath us; for directly that the eye had proved them 
true the brain woke and constructed a scheme of the world in 
which to place them.

You’re on the inside, sort of. Anyway, this is what Vincent 
Hawkins himself wrote to us in the course of one of our many 
exchanges of emails; signalling in theoretically unambiguous 
terms the humanism mentioned earlier. No question, the shift is 
imperceptible, but it is also ongoing, steering the artist and 
the viewer away from formal concerns towards more political 
issues, and vice versa. You’re on the inside, we’re on the inside 
and now only the installation counts. We’re committed – to 
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everything. I’d read about this “implicit” responsibility – this 
commitment – in a very fine text by the artist, dating from 2015,  
which he spoke of his attentiveness to the forgotten faces of the 
“little people” of the early 20th century and their silent, not 
to say secret history. No question, the hidden holds an intense 
fascination for him. His works blossom both in the darkness of 
colour and in the folds of paper charged with paint. Thus depth 
remains nestled behind the picture surface, offering glimpses of 
itself in a few luminous brushstrokes and random pleatings.

And yet, once accustomed to the strange element, there was great 
peace and beauty in it. It seemed as though only the phantoms 
and spirits of substantial things were now abroad; clouds floated 
where the hills had been, and the houses were sparks of fire. The 
eye might bathe and refresh itself in the depths of the night, 
without grating upon any harsh outline of reality; the earth with 
its infinity of detail was dissolved into ambiguous space. The 
walls of the house were too narrow, the glare of the lamps too 
fierce for those thus refreshed and made sensitive; we were as 
birds lately winged that have been caught and caged.

— Marie Cantos, September 2019 
(English translation: John Tittensor)

* The passages in italics are taken from Virginia Woolf’s 
essay “A  Walk by Night”, first published in the Guardian on 
28 December 1905. The complete text can be found in Andrew 
McNeillie (ed.), The Essays of Virginia Woolf, vol. 1, (New York: 
Harcourt Brace Jovanovich, 1989), pp. 80–82.
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«I was making paintings where the images were made up of layers, 
a build-up. Over time, I started simplifying them, paring them 
down to the essential, removing the excess. I don’t know exactly 
when there was the decision to move from the canvas to the wall. 
Of course, in the studio, there are always little bits of paper 
and pieces of packaging card lying around. Actually, technically, 
it comes from my painting - I would put the painting on the 
ground, and use a piece of card that I would place on the canvas, 
to paint around. And one day, I looked at the card with its 
marks of colour around the edges and its slightly scruffy traces 
of drawing, and it was almost more interesting to me than the 
painting!  There was nothing too fussy, or studied, over-worked. 
In these remnants of paintings I saw a result that was humble, 
modest and very immediate. It was also quite simply also a 
question of economy, I didn’t have too much money to buy tubes of 
paint and I wanted to do something that didn’t cost a lot. I first 
of all bought a book of coloured paper in an art supply store. I 
started experimenting with assembling them on the wall. Then very 
quickly I thought - why not use the pieces of card that I found 
so much more immediate? [...]

In the studio, I fix the papers on a large wall as I go along, 
and look at them as a group, looking for dialogues, conversations 
between each one. It’s always a surprise and it’s constantly 
changing. [...] It interests me to see that when you take a form 
out of the frame of a painting and free it up in space, it 
changes our relationship to that very particular distance that 

«Fragments of a conversation»
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the image installs. In such a way that when I free up these 
shapes, I’d like them to be seen differently too. In that way, I’m 
conscious that I should probably use the word “sculptures”, in 
quotes! But I can’t quite resolve myself to that, I still see them 
as drawings and paintings on the wall. Not really giving them a 
definition leaves me more freedom in these new works. 

[...] I start by working on a shape and I begin to add things. I 
put several of them up on the wall, and I give myself the freedom 
to explore. By keeping them on the wall, I keep the sense of 
seeing them as painting. But very recently I have also placed 
a few on the floor, almost balancing at the corner of wall and 
floor. That’s at a very experimental stage for the moment. I don’t 
know if you can really talk about irony in these folded papers. 
Humour, certainly. I often know that the work is finished when I 
burst out laughing on my own in the studio. When it works, it’s 
moment of pure joy, a small miracle. 

I love the fact that the works come about by successive folds and 
that inevitably, in these folds, by the right-angles and creases, 
there are always bits that are hidden from view. Or at least 
parts that aren’t completely revealed. It’s a delicate tightrope 
between what is concealed and revealed. There is always a back 
to the work, that the visitor in a gallery can’t ever see, but 
that I know is there, and is almost as important in terms of 
both intention and quality. In those hidden parts, only I know 
what is inside. I can put something in there and no one else 
will ever know! Of course, visitors, in a gallery or a museum, 
aren’t allowed to touch or handle them. It draws you in, tempts 
you, but you’re not allowed to…People could, it wouldn’t bother 
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me too much, but it might be a problem in terms of conservation 
(laughter)… 

[...] These days, I’m moving towards a greater simplicity, with 
sometimes just one very light line of fold or a tiny small piece 
of paper unfolding from it.  Ever more fragile, and I like the 
randomness of them: the tiny piece of paper is almost alive in 
an independent way; it’s like a small comma, throwing a slight 
shadow on the wall. Even if it’s not the most important thing, 
I am attentive to the play of shadows when the light changes. I 
never make work in order to create the shadow effects, but I do 
welcome them, they accompany all my paintings in the ghost of 
the light. Come to that, I sometimes work with artificial light, 
in winter or in the evening, without really worrying about the 
play of shadows. In fact, I discover them, in general, on looking 
at them in the studio, once they’re finished. The white is an 
essential element. I rather see it as a negative or absent space. 
The question is always there: what is positive? What is negative? I 
like that the white of the paper is different from the white of the 
wall. And that the coloured papers, by their shapes, their colours 
and the relationship between their different colours, require this 
white space to express themselves. Is it the white of the wall that 
defines them? Or the coloured papers that define the blank space? 
This so-called negative space is always obtained by the way in 
which I have previously fixed and arranged the the shapes on the 
wall. And it’s the space between them that makes the works dialogue 
amongst themselves, side by side, and all together on the wall. But 
they aren’t just parts of a whole. If they are seen on their own, 
each one is already in a conversation with the wall. 



49

Their modesty comes first and foremost from the format. I have 
tried to make bigger pieces in paper, but I realized that the 
paper didn’t hold well. And I like that paper is a very modest 
material. It’s almost political, in the sense of proletarian! For 
me it’s a way of creating, with very basic means, something of 
beauty. I suppose you could say there is some relation to the 
minimalist movement, which used a wall, floor, or the gallery 
space. I remember, a long time ago, seeing works by Carl André at 
the Saatchi Gallery, that impressed me hugely by the simplicity of 
the materials, the wood, and the arrangement of the works in the 
space. But I can’t really claim a filiation with minimal artists 
who work with raw materials, with the essence of the wood or 
metal, as for me the material, in this instance paper, is more a 
starting point for a transformation. 

I’m very interested in things that seem to be on the point of 
collapse. Often, a piece that is only held up by one or two 
drawing pins can easily just fall apart. In truth, I’m always 
looking for a precarious equilibrium. Not just in terms of the 
construction, but also the materials. For example, the papers, 
being covered in gouache, are fragile when you handle them, 
they are sensitive to damp, and all of that increases, it seems 
to me, the aspect of the desired fragility. This modesty, small 
things that might seem to be barely finished, all of that, in my 
eyes, goes against the grain of an art that one would consider 
precious, in terms of high aesthetic qualities. [...]

— Laurent Boudier, London, july 2016
Journalist and critic
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SOLO-SHOWS

2023
• Planets & Satellites, L’ahah 
#Griset et #Moret, Paris (F)

2022
• L’art dans les chapelles (F)
curator : E. Suchère

2021
• Landing Like A Comet, Sid 
Motion Gallery, London (UK)

2019
• Growing a Soul, L’ahah 
#Moret, Paris (F)

Curriculum vitae

Vincent Hawkins
Born in 1959
Lives and works in London, 
United Kingdom. 

www.vincenthawkins.blogspot.fr

• Night Garden, Sid Motion 
Gallery, London (UK)

2018
• Fold some sky in, Bassoues (F)

2016
• Say The Right Thing, Galerie 
Pascaline Mulliez, Paris (F)

2013 
• Forget Your Mind, Galerie 
Vidal St Phalle, Paris (F)
• Flying Suit, Dan Devening 
Projects, Chicago (USA)
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• Shaping The Void, Tannery 
Arts, Londres (UK)
• Lacuna4, Taylor Gallery, 
Dublin (I)
• Visceral, Coates and Scarry, 
London (UK)

2016
• A Deceptive Cadence, Phoenix 
Arts Center, Exeter (UK)
• What Is It Going To Be ? Sid 
Motion Gallery, London (UK)

2015
• Borderlands, Northampton (UK)
• Seed Of Its Opposite, 
Glasgow (UK)
• Zappatore, Toscane (I)
• Galerie Vidal St Phalle, 
Paris (F)
• Surface, Surface Gallery, 
London (UK)
• So Many Constellations, 
Mayors Parlour Gallery, 
London (UK)

2014
• London Calling, Look&Learn, 
Saint Chamas (UK)
• Mind The Gap, Autonomie, 

GROUP-SHOWS

2020
• By Way of Laughter and 
Trembling, Durden and Ray 
gallery, Los Angeles (USA) 
curator : David Leapman

2019
• Wash 2, Angela Flowers, 
Downeen, Rosscarbery, Cork (I)

2018
• Vis a vis five walls, The Art 
Room, Melbourne (A) curator : 
C. Watson

2017
• Composing And Caring, Sid 
Motion Gallery, London (UK)
• Carte Blanche, L’Espal, Le 
Mans (F)
• Something and Nothing, 
Woolwich Studios Gallery, 
London (UK)
• GeenTitel/No Title, Ruimte 
P60, Assen (P-B)
• The Surface of Things, Paper 
Gallery, Manchester (UK)

Culver City, Los Angeles (USA)
• Crossing Lines & Model, 
Leeds (UK)

2013
• Exchange Project. A.P.T. 
Project, Deptford, London (UK)
• Madam I am Adam, Bloomington 
Studios, Bloomington, 
Indiana (USA)
• Theatrical Dynamics, Torrence 
Art Museum, California (USA)

2012
• Off Shore Fishing, Rokeby 
Gallery, London (UK)
• John Moores Painting Prize 
(finalist), Walker Art Gallery, 
Liverpool (RUK)
• Abstrunkt, Watkins Gallery, 
Winona State University, 
Minnesota (USA)
• Doubt, CAS, Riverside, 
Californie (USA)
• Moveable Feast, Paris (F)
• Five, Gallerie1/52, La Seyne 
Sur Mer, Toulon (F)
• The Perfect Nude, The Phoenix 
Centre, Exeter, Devon (UK)
• The Perfect Nude, Wimbledon 



52

Space, College of Art, 
Wimbledon (UK)

2011
• A Sort of Night To The Mind, 
Artary Galerie, Stuttgart (A)
• A Sort of Night To The Mind, 
Arch 402 Gallery, London (RUK)

2009
• A Sort of Night To The Mind, 
Herbert Reed Gallery UCA 
Canterbury (UK)
• Invisible Cities, Jerwood 
Space, London (UK)

2008
• Summer Exhibition Royal, 
Academy of Arts, London (UK)

2007
• Oh Deborah, Contemporary Arts 
Project London (UK)
• Layer Cake, Fabio Tiboni, 
Bologne (I)
• Summer Exhibition, Royal 
Academy of Arts, London (UK)

2006
• John Moore’s 24 (Minor Prize 

PUBLICATIONS (SELECTION)

2019
• Eric Suchère, presentation of 
the exhibition Growing a Soul, 
L’ahah, Moret, Paris (F)

2016
• Laurent Boudier, Vincent 
Hawkins, Say The Right Things, 
Galerie Pascaline Mulliez, 
Paris (F)

2007
• Martin Holman, Layer Cake, 
Bologne (I)
• Fabio Tiboni et Marinela Pademi, 
Terra Celeste, edition 124 (I)

Winner), Liverpool (UK)
• Jerwood Drawing Prize 
(Shortlisted), London (UK)

EDUCATION

1984 / 1987
Maidstone College of Art, Kent, 
United Kingdom

2006
• Anne Bukantas, Jerwood Prize 
Catalogue (UK)
• John Moores 24, Walker Art 
Gallery, Liverpool (UK)
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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

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 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. 

ARTISTS

Claire Chesnier (1986, France), Jean-françois Leroy (1982, 
France), Enrico Bertelli (1959, Italy), Anne-Charlotte Yver 
(1987, France),Vincent Hawkins (1959, UK), Jeffrey Silverthorne 
(1946-2022, 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)


