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JEAN-PHILIPPE DELHOMME
HOUSE OF PAINTING

Opening Saturday September 5, 2026
Sep 5 - Oct 23, 2026

Perrotin Shanghai is pleased to present French artist Jean-Philippe
Delhomme’s first solo exhibition in China, titled House of Painting.
This marks his sixth collaboration with Perrotin worldwide. The
exhibition centers on portraits and still lifes the artist captures
daily in his studio. A new monograph dedicated to the artist will be
released alongside the exhibition, featuring an introduction by Colin
Lemoine, a French art historian, critic, and writer. Colin visited the
studio, where the creative process unfolds, offering insights into
Jean-Philippe Delhomme’s painting practice and everyday life. An
adapted version of his introduction follows.

The studio in question is high, short, and wide. Also. White, limewashed,
relentless light. Minoan. Inside, vast, ample air, and Jean-Philippe
Delhomme, wearing denim, a tee shirt, and sneakers. Agile, discreet,
intense. So few paint spots. Too few, | tell myself. Painting deserves
fragments. And splotches. | think of Jean Genet in Alberto Giacometti's
Thebaid, by night as by day, of the dripping of the incontinent gesture
that abolishes all measure. Milky whiteness of Delhomme’s studio: these
are the first words | write in the notebook | place on the table before me,
and before him, for we have put a table between us, a little distance—
a table on which rest a glass, a jug, a book, like in a painting by Giorgio
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L 5L EFERE (GEIELE) | Flowers and Prévert Paroles, 2026. & HE, A1E | Oil on canvas,
wood frame. 45 x 37 cm. BEIF R ZARKSIEE | Courtesy of the artist and Perrotin

Morandi. Still Life. The light-colored wooden easel is there. Naturally.
And, against the wall, the large sofa, whose light-colored fabric cover,
as soft as alabaster, forms imperious folds, like marble. | recognize
this sofa; women often pose on it, in it, stretched out, languid, new
Olympias, never nude, majas vestidas embalmed in curious thoughts. |
recognize it; it is not a sofa, it is the studio sofa, the artist’s expedient. |
am in a painting by Jean-Philippe Delhomme. There, amid the alabaster
and the marble, | hardly dare sit down.

There are several paintings on the wall. Like in a painting by Jean-
Philippe Delhomme. In one of them, above the sofa, the sofa is painted,
with a painting above it. A feeling of vertigo. A palace of mirrors. And
then, stacks of paintings, dozens of them, small and large, of which
| can see only the reverse, the rear, the frame, the bare back. | don't
know if is all simulated, but it is tidy. There is order, no doubt rigor. Like
in a painting by Jean-Philippe Delhomme. A studio says something; no
one could reveal it innocently, or enter it with impunity. A studio is like a
boudoir or an alcove. It is something premeditated. Inevitably. Its degree
of intimacy is such that one cannot neglect its presentation—such
neglect would pass for a presentation. The paintings that have been
turned around escape my eye. Something is being withheld in this literal
and metaphorical reserve. | love this sense of modesty, and | understand
why the artist was invited to paint the Musée d'Orsay storerooms—
their carefully arranged order and their suspended time, their promise
and their evasion, their paintings waiting to be put on display—with a
particular affinity for modest figures and objects, like in a painting by
Jean-Philippe Delhomme.

| look at the paintings on the wall. | recognize one of them—or rather,
let's say | think | recognize it—a young man standing, his long blond hair
in the style of Stockholm or Hollywood, a blue shadow behind him, in
the style of Claude Monet or Edvard Munch. | step closer, as one does
in an art gallery, except that here the artist is present.

On the surface already, on the visible canvases, | observe the quality
of the painting—that quality that tells us immediately whether we
are in the presence of painting or not, of poetry or not. | look at the
cottony softness of the bodies, surrounded by the void, by emptiness,
surrounded by the white of the unpainted areas, of reserve—that
word, again— as if incised into an uncertain space, caught within that
mandorla that surrounds bodies in the works of Peter Doig, Samuel
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frame. 50 x 59 cm. Bl A1 TARRENEE | Courtesy of the artist and Perrotin
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RS KR < R3BE | Lemon and Milton Avery, 2024. #5TEHE , A4E | Oil on canvas, wood frame.
54 x 65 cm. B R 1RfHt: ZARRSIEE | Courtesy of the artist and Perrotin

Beckett, and Ingmar Bergman, that subtle sfumato where the existence
of beings plays out, their phenomenological penetration of space, their
beauty. A floor and a wall: on this one and in front of that, beings pose,
pause, wait—for love, death, relief from boredom, Godot, Romeo, Laure.
Often the same faces, the same silhouettes. The stereotype of painting.
The beige sofa, the white parallelepiped, the brown table. A decor
devoid of decoration; elements that tell the eye the body is not floating,
but is anchored. The things are markers, lighthouses, and levees; their
presence alone matters. They are there, and that is a good thing. We
exist among motionless things. Life is a stage, like in a painting by Jean-
Philippe Delhomme.

This scene is indecipherable. The artist’s brush offers no meaning, gives
no clue, provides no help, does not stick to its course, to what we once
believed to be a roadmap. Instead it veers off to the left, goes up to the
right, leaves its mark, makes no attempt to erase its tracks, its misdeeds,
exercises its movements, does not abolish the time of the painting, so
that | can follow it, approach the duration of the painting. Nothing is
concealed, faked. Jean-Philippe Delhomme couldn't care less about any
primer or varnish. What he wants is not to layer, not to coarsen, not to
aggregate, not to agglutinate, not to agglomerate. “He would prefer not
to.” Reserve is a resistance to facile effects, to show, to icing the cake.
Delhomme seeks that degree zero of writing, that bare form which is “the
first and last instance of responsibility,” as Roland Barthes put it—that
painting stripped of reflexivity, that empire of the sign without narrative.
The painter has no wish to say anything; he simply wants to preserve
the possibility of language. Jean-Philippe Delhomme couldn’t care less
about the superego, about style.

The women and men withdraw into weary thoughts that dismiss our
gaze. Like in the work of Alex Katz. Jean-Philippe Delhomme's figures
do not reveal themselves—to whom, to what, for that matter? They do
not open themselves; they are impenetrable. They simply appear in the
world, on the grand stage of the visible. As if separated from us. For we
are, in turn, extras and then witnesses, separated by the two-way mirror
of reality. Delhomme does not seek to seduce. His painting rejects
trickery, authoritarian pre-emption, the will to power. There is nothing
to see but what one sees. It is not a question of painting ideas, but the
qualities of a world without qualities, that is, the sufficiency of things.
Who can truly paint that, stick to painting that is anti-eventful, radically
colorless, just as one speaks of écriture blanche (colorless writing)
in relation to the nouveau roman? Between the sofa and the easel, |
find myself thinking that Jean-Philippe Delhomme is less the painter of
modern life than one of the agents of the nouvelle peinture.

It is no coincidence that the grim-green or purplish-pearly background
often features (illustrated) books set out on the brown table or white
parallelepiped. These books are sometimes closed, sometimes open.
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Some are illustrated. The composition is often tightly framed, allowing
for close-ups. The book is not one of the Gospels or Saint Jerome, but
a memento of civilization, a residue of obsolescence. Jean-Philippe
Delhomme could have painted erasers; instead, he paints books—an
object lesson, the nature of things. His writing is flat. Turpentine dilutes
any stylistic effects, the thickness of the paint. The linen is a plain vellum.
No phosphorescence, no glaze, no Pantone colors, no anamorphosis.
Just basic colors and a lustral light to reiterate humankind'’s first act,
which consists in preserving the imprint of our imprints. Hence these
nested images, these matryoshka dolls, these paintings of art books,
these paintings within paintings within paintings. Neutral.

And it is very beautiful.

Will the mouth open? Will the book’s cover crease? And the sofa's
cover? Will the flower wilt? And that black dog, will it wake up? The
neutral is a heightening of the question that condemns discourse to
conjecture. Nothing is more menacing than Gustave Courbet's open-
mouthed trout or Edward Hopper's nighthawks, than those inanimate,
unsettling, and incomprehensible figures of the world, of a splendidly
unspeakable world. Like in a painting by Jean-Philippe Delhomme.

Text by Colin Lemoine

About the Artist

Jean-Philippe Delhomme was born in 1959 in Nanterre, France; now lives
and works in Paris, France. Jean-Philippe Delhomme continues the history
of representation with a classic approach of landscape painting, still life and
portraiture: a direct observation of the subject, not mediated by photography,
executed in one time painting sessions. A Delhomme painting is a capture
of the Here and Now, be it a fleeting atmospheric moment of a landscape
under changing light, the temporary presence of the model in the studio.

Delhomme painting's practice was developed in parallel to a successful
career in the field of press and communication but he only began to exhibit
his paintings in 2017. After graduating from Ecole Nationale Superieure
des Art Decoratifs in 1985, Delhomme chose printed media over studio for
its potential to reach a large public. He has contributed for over thirty years
to publications worldwide, worked with brands, notably his collaboration
with Glenn O'Brien for the Barney's ad campaign in the early 90s, and
published a number of books combining illustrations and his own writing
(The Cultivated Life, The Unknown Hipster Diaries, Artists’ Instagrams). The
reflective and solitary experience of painting the real has slowly imposed its
rhythm and implacability over the social commentary on style and culture.
Painting is now the main focus of his activity. He retains his spark of social
observer but applies it obliquely to other cultural constructs, when he
frames a cityscape, arranges books and cultural artifacts next to vases of
flowers and composes sequences of images that read like paragraphs of an
ongoing investigation of the visible.

Solo exhibitions dedicated to Delhomme have been held at the Musée
d'Orsay in Paris, the Pacific Design Center in Los Angeles, and Isetan
Shinjuku in Tokyo. More recently, the artist's work was presented in a group
exhibition at the Centre Pompidou-Metz (France).
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