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Profile Profile

in the Forum, a space of interaction 
within Louvre Abu Dhabi, 
dedicated to contemporary art.

ASYMMETRY AND  
THE COURTAULD, 
LONDON
The Asymmetry Art Foundation 
and The Courtauld have announced 
a pioneering collaboration aimed at 
furthering and diversifying 
knowledge of Chinese and 
Sinophone contemporary art. 
   The Asymmetry Postdoctoral 
Fellowship in Chinese and 
Sinophone Contemporary Art at the 
Courtauld Institute of Art is a 
dedicated postdoctoral fellowship 
which will foster sustained and 
collaborative study of Chinese and 
Sinophone contemporary artistic 
practice. For the first time in The 
Courtauld’s history, the institution 
will collaborate with Asymmetry 
Art Foundation, a young emerging 
foundation with a mission to create a 
more diverse landscape in the 
academic and artistic arenas, to offer 
an opportunity for exceptional 
scholars to develop their research, 
build professional networks, gain 
teaching experience and become 
leaders in the field. 
   Granted to early career academics 
with a doctorate in art history or 
related disciplines with a strong 
research portfolio in Chinese and/or 
Sinophone contemporary art, the 
Asymmetry Postdoctoral Fellowship 
is a two-year fully funded 
placement. Selected from an Open 
Call via The Courtauld, the first 
fellow will start in September 2022, 

and the second in September 2024.
Other projects include an annual 
symposium and a series of lectures, 
as well as other events.

THE MUSEUM OF 
ART AND 
PHOTOGRAPHY, 
BANGALORE
The Museum of Art and 
Photography (MAP) has a 
dedicated site for MAP Academy 
and the launch of the Encyclopedia 
of Indian Art (EIA), scheduled to 
go live online this month. The EIA 
will include material on modern and 
contemporary art, photography, 
architecture, textile and craft 
traditions and pre-modern art. 
MAP hopes it will become a 
valuable source for students, 
eary-career researchers, and  
amateur and professional historian.  
More information on 
 mapacademy-india.org.
   The physical museum is planned to 
open in 2022. 

ASIA FORUM FOR 
CONTEMPORARY 
ART, VENICE
The Asia Forum for the 
Contemporary Art has been launced 
to coincide with the 59th Venice 
Biennale. The Forum is envisioned 
as a new itinerant platform for 
experimental art practices and 
research generative of new worlds 
beyond the North Atlantic.
Through a series of incisive and 
engaging discussions, artists’ 
presentations, interactive sessions 
and screenings, the Asia Forum 

departs from the central exhibition, 
national pavilions, and collateral 
events that present the arts of ‘Asias’. 
Artists, curators, and thinkers will 
be invited to respond to pressing 
current events and engage in 
discussions addressing questions 
such as: What is the role of art in 
reshaping public cultures, when both 
problems and solutions have become 
globally entangled?
   
TRANSNATIONAL 
COLLECTION AND 
TRADING OF 
CHINESE ART, 
ZURICH
In the collection of Charles A 
Drenowatz, the Museum Rietberg 
possesses one of Europe’s most 
remarkable collections of Chinese 
painting from the 15th to the 19th 
century (Ming and Qing dynasties). 
Donated to the museum in 1979, the 
collection is famous around the 
world and has a great art-historical 
reputation. The museum has now 
launched a project that is dedicated 
to the collector Charles A 
Drenowatz (1908-1979), who 
formed his collection in the 1950s 
and 1960s. The project will examine 
the provenance of the works 
Drenowatz acquired, and the 
networks that enabled him to 
assemble his collection. The project’s 
main aim is to reconstruct the 
successive ownership of the artworks 
and the entanglement between 
Chinese collections and art dealers 
in China, Europe, and the United 
States. The project seeks to clarify 
the provenance of the works and the 

by Olivia Sand

Trained in architecture as well as in art, 
Mehmet Ali-Uysal (b 1976 in Turkey) 
merges both of these spheres when it 
comes to his art practice. Working in 
sculpture and installation, he defies the 
notions of size, space, time, reality, illusion 
or nature, leading the viewer to question 
each and every piece. Transposing these 
interrogations in a playful way, his perfectly 
executed pieces never fail to draw attention 
through their aesthetics and wit. Based in 
Paris, Mehmet Ali-Uysal is one of the 
most interesting artists from Turkey’s 
young generation of contemporary artists. 
Outspoken and grounded, his practice 
thrives on imagination, turning the 
sometimes rigid medium of sculpture into 
a wonderful encounter challenging all the 
laws of nature or physics. His latest 
exhibition, at the Bon Marché in Paris, 
gave an opportunity to further discuss  
his practice and find out more about  
his approach to work.

MEHMET ALI-UYSAL

Mehmet Ali-Uysal, courtesy Paris-B. Photo: Théo Baulig. 

circumstances in which they were 
purchased. It will be conducted in 
close cooperation with scholars in 
Europe, the United States, and 
China, and involve research both in 
public and private archives, as well 
as a survey of oral records.

TEFAF NEW YORK 
For the first time since 2019, 
TEFAF New York is hosting an 
in-person fair from 6-10 May 2022, 
showcasing modern and 
contemporary art, jeweery, antiques 
and design, at the Park Avenue 
Armory, New York City, with a  
VIP day scheduled for 5 May.

RUBIN MUSEUM,  
NEW YORK
The Rubin Museum of Art 
announced today a partnership with 
Itum Bahal Conservation Society, 
Kathmandu, and Lumbini Buddhist 
University, Kathmandu, to research, 
preserve, and display the collection 
of one of the oldest, largest, and 
most important monasteries in 
Kathmandu, Nepal. Itum Bahal is 
recognized as the oldest and most 
important of the 18 Buddhist 
monasteries in Kathmandu and it 
retains its original layout. According 
to legend, it was built by 
Keshchandra, a son of a king of the 
Thakuri dynasty (circa 600-1200) in 
the 11th century. The large complex 
is made up of several monasteries, 
courtyards, shrines, lanes, and many 
buildings. Galleries are currently 
scheduled to open in Nepal in 
August 2022, as part of the  
Gunla festival.

NEWS IN BRIEF

Asian Art Newspaper: You just had an 
exhibition at the Bon Marché in Paris, 
a space filled with tradition, but it is 
not easy to deal with when it comes to 
its architecture. What was your 
approach? 
Mehmet Ali-Uysal: The building was 
complicated, and it was very 
different from the spaces I had 
worked in before. At the Bon 
Marché (rue de Sèvre), I was dealing 
with a shopping mall so during the 
exhibition my installation could not 
interfere with people’s shopping. 
Also, in terms of volume, the space 
was challenging. Fortunately, I also 
had some experience from previous 
exhibitions as how to work with 
space, and I guess ultimately, we 
handled it in a very good way. 
The Bon Marché contacted me  

19 months ago. My first impression 
was rather negative, as I was not too 
enthusiastic to work within a 
shopping mall. When I told my 
friends I had been approached by 
the Bon Marché, they were 
surprised that I was not more 
enthusiastic about the project. The 
Bon Marché is usually not a place  
I go and I was not too familiar with 
the store. I then did some research 
and learned a lot about it – it was the 
first modern department store in the 
world. The project related to various 
issues ranging from the pandemic to 
climate change. I was not trying to 
surprise people, but I did want them 

MAU: Since I studied both, art and 
architecture, people often ask me 
whether I am an artist or an 
architect. I always reply that I am 
neither. I do not like it when the 
political factor is too visible in a 
work of art. I am from Turkey and  
I came to Paris five years ago. The 
art scene in Turkey is too political 
and I am trying to stay away from it. 
When I was still living in Turkey, 
my mind was too politically oriented 
and that was a hurdle to my practice. 
Presently, I have taken a much more 
selfish approach, trying to identify 
my own space and understand 
myself. I relentlessly continue to 
question myself and my perception. 

Perceptional space is important 
and I wrote my two theses on this 
topic. Today, it is interesting that I 
tend to feel more ignorant about the 
subject, as I have accumulated more 
knowledge, it makes me realise how 
little I actually know. Until I moved 
to Paris when I was thirty years old, 
the world seemed very small to me 
in Turkey. Later, after travelling to 
15 different countries for work and 
experiencing their culture, it makes 
me realise that the more I travel, the 
bigger the world seems. I am 
referring to that experience in order 
to give you an example of the 
perception of time and space. When 
I was twenty years old, I was reading 
certain philosophers who shared the 
view that time and space were one 
same thing. I could never 
understand that. Now, I feel that 
time and space could indeed be 
similar, although I do not know for 
sure. Sometimes, we forget that 
working on a topic like time and 
space is also a political action. 
Perhaps this latest project at the Bon 
Marché was the most political when 
it comes to daily life. What I did 
before was also political, but in a 
more poetic way.

AAN: What caused the transition from 
architecture to the art world? Did you 
feel there were some limitations in 
architecture you wanted to overcome?
MAU: In Turkish, my name is 
Mehmet Ali-Uysal, but in Arabic, it 
is Mohamed Ali. Until I was a 
teenager, my dream had always been 
to be a boxer. Of course, my parents 

to think and reflect when they saw 
my pieces.

AAN: The project started outside of 
the store. Is that right?
MAU: Yes. For this project, the 
windows of the Bon Marché were 
important as they were part of the 
installation. It started outside with 
all the windows on the rue de Sèvre 
flooded. Overall, the exhibition was 
divided into three parts, although to 
me it was one single installation. The 
images of the windows on rue de 
Sèvre have not been published, as it 
was almost impossible to take 
photographs that truly reflected the 
piece. There were eight windows, all 
filled with water. Therefore, when 
trying to take photographs, the 
windows seemed empty. People 
passing in the street even sometimes 
seemed to miss this part of the 
installation. From the start, this 
built a certain negative energy and 
once you went inside, you saw that 
the flooding was caused by the 
icebergs. The third part was the end 
of the exhibition and was more 
optimistic, with a boat reminiscent 
of Noah’s Ark. Ultimately, people 
felt positive about the piece, 
especially as in general terms, 
everything we hear about climate 
change and the environment has a 
tendency to be very pessimistic.  
I was less concerned about how 
adults reacted to such negative news, 
but for children, the overall situation 
is most depressing. The question 
remains for the younger generation: 
how do we explain what is 
happening and that everything may 
soon be coming to an end ?

AAN: So much has been said about 
this topic that ultimately, some people 
simply stopped paying attention. 
However, you found an interesting 
angle, drawing people in without them 
noticing it.
MAU: I do not consider myself an 
activist and I do not want to be one, 
as I am afraid it would make me 
blind to views and perspectives other 
than my own. I have seen this with 
some of my friends who were 
studying philosophy. At the end of 
the day, they were going so far in 
their endeavour that it was no longer 
possible to discuss any topic outside 
of the philosophical realm. 
Therefore, I am simply trying to be 
aware, to learn more about the 
subject and to adapt. For example,  
I am 45 years old and I eat meat. 
Today, I am trying to change my 
habits and am trying to eat less of it. 
Also, I am a hard-core smoker. I am 
trying my best to smoke less, but  
I am still smoking. I do not want 
people to judge me, although I am 
aware that continuing to smoke and 
eat meat is not good. In my opinion, 
we should not judge the positive 
minimum or maximum in our lives. 
We are all involved in this circle in 
regard to gas, food, and tobacco. 
Some people manage to refrain from 
all these things, but I cannot, 
although on a personal basis, I am 
making the effort. I can only be 
critical towards myself, but I can 
certainly not afford to criticise 
anyone else. 

AAN: However, you are trying to draw 
people’s attention in the right 
direction. 
MAU: Especially younger people.  
I hope  seeing my project may have 
an impact, as they grow up, they 
may remember it and start changing 
things. 

AAN: As to your practice, would you 
also consider entering the political 
arena? 

did not let me become a boxer. By 
chance, I started to study 
architecture and I liked it. I was 
fortunate that it was an excellent 
school, the equivalent of a grande 
école in France. It was a kind of 
liberation for me. During my second 
year of architecture, I also had to 
take some classes in other 
departments. I did not know what to 
take and, ultimately, I decided to 
sign up for sculpture. It changed my 
life and opened my eyes. Things 
happened by chance, and it was by 
chance that I began making 
sculpture. After finishing my  
studies in sculpture, I said to myself 
that since I liked sculpture,  
I should try it, otherwise I may 
regret it all my life. That is how  
I came from studying architecture  
to studying art. 

AAN: For your large scale projects, 
completion and realisation are 
essential. How do you go about it? 
MAU: The idea comes together with 
the space. Although I prepare 
precise drawings explaining the 
project, I need to take into account 
that I have to handle the execution 

Therefore, I am providing the exact 
guidelines of what I want before 
having it executed by a professional 
in that field. Today, we have the 
option of welding through laser; this 
is a highly specialised task that  
I could never master. 

Initially, I was always dreaming 
about projects I could complete all 
by myself, but after a while, when 
working on projects for institutions 
or a specific place, I decided to 
change my approach. I realised I 
needed outside help to get them to 
meet the standards I had set. In 
addition, over the years, my 
imagination has grown.  I cannot 
cut 10 mm thick glass, but I can 
envision my project with the cut 
glass. From that point on, I was 
more relaxed about conventions and 
the traditional way of making art, 
especially if that meant relying on a 
structure beyond my skills.

AAN: You used to teach at university. 
Is that something you would like to 
take up again?
MAU: It depends on the project.  
I have been teaching for fifteen 
years, and recently, I was looking at 
my old notes: 20 years ago, I knew 
what art was and what a sculpture 
was, which is what I was teaching 
my students. Today, I do not know 
anything anymore about the subject. 
I do not think that presently, for 
example, I could teach and tell my 
students what a painting is and what 
art is about. Perhaps my students 
could teach me? During my studies, 
I used to question everything I was 
taught. At the time, I felt I was 
learning more from my friends and 
the outside world than from my 
professors.

AAN: Overall, do you view your 
practice in the continuation of the 
artist Claes Oldenburg (b 1929)?
MAU: I respect what he is doing, but 
in art, the creation can never be 
something totally new and is 
therefore always based on something 
older. People often want to see 
something completely new and 
revolutionary. That does not exist 
today and it did not exist in the past. 
From my practice, based on my 
experience in art, it is a development 
of things that are linked. I would 
not say that we are looking at a 
continuation, but rather at 
something that like a liquid that is 
expanding, becoming bigger and 
bigger. 

With the Skin series, I address 
space in a different way. If we go 

Continued on page 4

Peel series (2021), courtesy Paris-B. Photo: Mehmet Ali-Uysal

Su (water) series, 2022, Le Bon Marché Rive Gauche,
courtesy Paris-B. Photo: Le Bon Marché

with different people since the 
projects are site specific, be this in 
China or Dubai. So each time, I am 
working with different people. Also, 
each culture is different when it 
comes to my work experience.  
I remember in Hong Kong, I had 
been looking for plaster for two 
days, even though what was brought 
to me as being plaster was not, and 
that ended up putting on hold the 
completion of the project.
The two aspects you mentioned, 

the realisation and the completion, 
are incredibly important for my 
projects. If I am unable to express 
my idea in a perfect way, it is not 
worth pursuing. This leads me to say 
that ultimately a good idea can also 
turn out to be a bad one, especially if 
it is not well executed. Last year,  
I was working on a bridge project for 
Abu Dhabi, but in the end, although 
all parties involved had spent a lot of 
time on the project, and it was very 
interesting financially, we just could 
not do it. Therefore, I always insist 
on choosing certain media: random 
old material will not bring anything 
to the project; it is generally best to 
drop it all together. Nevertheless, 
most of my projects can be 
completed and installed in the way  
I envision, but a few do not make it. 
This is the game in the art world.

AAN: However, your background in 
architecture must be very useful in 
your practice when it comes to 
choosing materials, as often architects 
are the first to use new products. You 
have an advantage in that respect. 
MAU: That is true, but there are 
many projects where I do work by 
myself, without relying on anyone 
else. I myself am not a specialist of 
any material or techniques, but  
I generally know how it works and 
how to use it. Let us take welding;  
I created some projects that included 
some mirrors and metal. I am unable 
to weld such pieces together. 

When I signed 
up for sculpture 

at university,  
it changed  

my life
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in the Forum, a space of interaction 
within Louvre Abu Dhabi, 
dedicated to contemporary art.

ASYMMETRY AND  
THE COURTAULD, 
LONDON
The Asymmetry Art Foundation 
and The Courtauld have announced 
a pioneering collaboration aimed at 
furthering and diversifying 
knowledge of Chinese and 
Sinophone contemporary art. 
   The Asymmetry Postdoctoral 
Fellowship in Chinese and 
Sinophone Contemporary Art at the 
Courtauld Institute of Art is a 
dedicated postdoctoral fellowship 
which will foster sustained and 
collaborative study of Chinese and 
Sinophone contemporary artistic 
practice. For the first time in The 
Courtauld’s history, the institution 
will collaborate with Asymmetry 
Art Foundation, a young emerging 
foundation with a mission to create a 
more diverse landscape in the 
academic and artistic arenas, to offer 
an opportunity for exceptional 
scholars to develop their research, 
build professional networks, gain 
teaching experience and become 
leaders in the field. 
   Granted to early career academics 
with a doctorate in art history or 
related disciplines with a strong 
research portfolio in Chinese and/or 
Sinophone contemporary art, the 
Asymmetry Postdoctoral Fellowship 
is a two-year fully funded 
placement. Selected from an Open 
Call via The Courtauld, the first 
fellow will start in September 2022, 

and the second in September 2024.
Other projects include an annual 
symposium and a series of lectures, 
as well as other events.

THE MUSEUM OF 
ART AND 
PHOTOGRAPHY, 
BANGALORE
The Museum of Art and 
Photography (MAP) has a 
dedicated site for MAP Academy 
and the launch of the Encyclopedia 
of Indian Art (EIA), scheduled to 
go live online this month. The EIA 
will include material on modern and 
contemporary art, photography, 
architecture, textile and craft 
traditions and pre-modern art. 
MAP hopes it will become a 
valuable source for students, 
eary-career researchers, and  
amateur and professional historian.  
More information on 
 mapacademy-india.org.
   The physical museum is planned to 
open in 2022. 

ASIA FORUM FOR 
CONTEMPORARY 
ART, VENICE
The Asia Forum for the 
Contemporary Art has been launced 
to coincide with the 59th Venice 
Biennale. The Forum is envisioned 
as a new itinerant platform for 
experimental art practices and 
research generative of new worlds 
beyond the North Atlantic.
Through a series of incisive and 
engaging discussions, artists’ 
presentations, interactive sessions 
and screenings, the Asia Forum 

departs from the central exhibition, 
national pavilions, and collateral 
events that present the arts of ‘Asias’. 
Artists, curators, and thinkers will 
be invited to respond to pressing 
current events and engage in 
discussions addressing questions 
such as: What is the role of art in 
reshaping public cultures, when both 
problems and solutions have become 
globally entangled?
   
TRANSNATIONAL 
COLLECTION AND 
TRADING OF 
CHINESE ART, 
ZURICH
In the collection of Charles A 
Drenowatz, the Museum Rietberg 
possesses one of Europe’s most 
remarkable collections of Chinese 
painting from the 15th to the 19th 
century (Ming and Qing dynasties). 
Donated to the museum in 1979, the 
collection is famous around the 
world and has a great art-historical 
reputation. The museum has now 
launched a project that is dedicated 
to the collector Charles A 
Drenowatz (1908-1979), who 
formed his collection in the 1950s 
and 1960s. The project will examine 
the provenance of the works 
Drenowatz acquired, and the 
networks that enabled him to 
assemble his collection. The project’s 
main aim is to reconstruct the 
successive ownership of the artworks 
and the entanglement between 
Chinese collections and art dealers 
in China, Europe, and the United 
States. The project seeks to clarify 
the provenance of the works and the 

by Olivia Sand

Trained in architecture as well as in art, 
Mehmet Ali-Uysal (b 1976 in Turkey) 
merges both of these spheres when it 
comes to his art practice. Working in 
sculpture and installation, he defies the 
notions of size, space, time, reality, illusion 
or nature, leading the viewer to question 
each and every piece. Transposing these 
interrogations in a playful way, his perfectly 
executed pieces never fail to draw attention 
through their aesthetics and wit. Based in 
Paris, Mehmet Ali-Uysal is one of the 
most interesting artists from Turkey’s 
young generation of contemporary artists. 
Outspoken and grounded, his practice 
thrives on imagination, turning the 
sometimes rigid medium of sculpture into 
a wonderful encounter challenging all the 
laws of nature or physics. His latest 
exhibition, at the Bon Marché in Paris, 
gave an opportunity to further discuss  
his practice and find out more about  
his approach to work.

MEHMET ALI-UYSAL

Mehmet Ali-Uysal, courtesy Paris-B. Photo: Théo Baulig. 

circumstances in which they were 
purchased. It will be conducted in 
close cooperation with scholars in 
Europe, the United States, and 
China, and involve research both in 
public and private archives, as well 
as a survey of oral records.

TEFAF NEW YORK 
For the first time since 2019, 
TEFAF New York is hosting an 
in-person fair from 6-10 May 2022, 
showcasing modern and 
contemporary art, jeweery, antiques 
and design, at the Park Avenue 
Armory, New York City, with a  
VIP day scheduled for 5 May.

RUBIN MUSEUM,  
NEW YORK
The Rubin Museum of Art 
announced today a partnership with 
Itum Bahal Conservation Society, 
Kathmandu, and Lumbini Buddhist 
University, Kathmandu, to research, 
preserve, and display the collection 
of one of the oldest, largest, and 
most important monasteries in 
Kathmandu, Nepal. Itum Bahal is 
recognized as the oldest and most 
important of the 18 Buddhist 
monasteries in Kathmandu and it 
retains its original layout. According 
to legend, it was built by 
Keshchandra, a son of a king of the 
Thakuri dynasty (circa 600-1200) in 
the 11th century. The large complex 
is made up of several monasteries, 
courtyards, shrines, lanes, and many 
buildings. Galleries are currently 
scheduled to open in Nepal in 
August 2022, as part of the  
Gunla festival.

NEWS IN BRIEF

Asian Art Newspaper: You just had an 
exhibition at the Bon Marché in Paris, 
a space filled with tradition, but it is 
not easy to deal with when it comes to 
its architecture. What was your 
approach? 
Mehmet Ali-Uysal: The building was 
complicated, and it was very 
different from the spaces I had 
worked in before. At the Bon 
Marché (rue de Sèvre), I was dealing 
with a shopping mall so during the 
exhibition my installation could not 
interfere with people’s shopping. 
Also, in terms of volume, the space 
was challenging. Fortunately, I also 
had some experience from previous 
exhibitions as how to work with 
space, and I guess ultimately, we 
handled it in a very good way. 
The Bon Marché contacted me  

19 months ago. My first impression 
was rather negative, as I was not too 
enthusiastic to work within a 
shopping mall. When I told my 
friends I had been approached by 
the Bon Marché, they were 
surprised that I was not more 
enthusiastic about the project. The 
Bon Marché is usually not a place  
I go and I was not too familiar with 
the store. I then did some research 
and learned a lot about it – it was the 
first modern department store in the 
world. The project related to various 
issues ranging from the pandemic to 
climate change. I was not trying to 
surprise people, but I did want them 

MAU: Since I studied both, art and 
architecture, people often ask me 
whether I am an artist or an 
architect. I always reply that I am 
neither. I do not like it when the 
political factor is too visible in a 
work of art. I am from Turkey and  
I came to Paris five years ago. The 
art scene in Turkey is too political 
and I am trying to stay away from it. 
When I was still living in Turkey, 
my mind was too politically oriented 
and that was a hurdle to my practice. 
Presently, I have taken a much more 
selfish approach, trying to identify 
my own space and understand 
myself. I relentlessly continue to 
question myself and my perception. 

Perceptional space is important 
and I wrote my two theses on this 
topic. Today, it is interesting that I 
tend to feel more ignorant about the 
subject, as I have accumulated more 
knowledge, it makes me realise how 
little I actually know. Until I moved 
to Paris when I was thirty years old, 
the world seemed very small to me 
in Turkey. Later, after travelling to 
15 different countries for work and 
experiencing their culture, it makes 
me realise that the more I travel, the 
bigger the world seems. I am 
referring to that experience in order 
to give you an example of the 
perception of time and space. When 
I was twenty years old, I was reading 
certain philosophers who shared the 
view that time and space were one 
same thing. I could never 
understand that. Now, I feel that 
time and space could indeed be 
similar, although I do not know for 
sure. Sometimes, we forget that 
working on a topic like time and 
space is also a political action. 
Perhaps this latest project at the Bon 
Marché was the most political when 
it comes to daily life. What I did 
before was also political, but in a 
more poetic way.

AAN: What caused the transition from 
architecture to the art world? Did you 
feel there were some limitations in 
architecture you wanted to overcome?
MAU: In Turkish, my name is 
Mehmet Ali-Uysal, but in Arabic, it 
is Mohamed Ali. Until I was a 
teenager, my dream had always been 
to be a boxer. Of course, my parents 

to think and reflect when they saw 
my pieces.

AAN: The project started outside of 
the store. Is that right?
MAU: Yes. For this project, the 
windows of the Bon Marché were 
important as they were part of the 
installation. It started outside with 
all the windows on the rue de Sèvre 
flooded. Overall, the exhibition was 
divided into three parts, although to 
me it was one single installation. The 
images of the windows on rue de 
Sèvre have not been published, as it 
was almost impossible to take 
photographs that truly reflected the 
piece. There were eight windows, all 
filled with water. Therefore, when 
trying to take photographs, the 
windows seemed empty. People 
passing in the street even sometimes 
seemed to miss this part of the 
installation. From the start, this 
built a certain negative energy and 
once you went inside, you saw that 
the flooding was caused by the 
icebergs. The third part was the end 
of the exhibition and was more 
optimistic, with a boat reminiscent 
of Noah’s Ark. Ultimately, people 
felt positive about the piece, 
especially as in general terms, 
everything we hear about climate 
change and the environment has a 
tendency to be very pessimistic.  
I was less concerned about how 
adults reacted to such negative news, 
but for children, the overall situation 
is most depressing. The question 
remains for the younger generation: 
how do we explain what is 
happening and that everything may 
soon be coming to an end ?

AAN: So much has been said about 
this topic that ultimately, some people 
simply stopped paying attention. 
However, you found an interesting 
angle, drawing people in without them 
noticing it.
MAU: I do not consider myself an 
activist and I do not want to be one, 
as I am afraid it would make me 
blind to views and perspectives other 
than my own. I have seen this with 
some of my friends who were 
studying philosophy. At the end of 
the day, they were going so far in 
their endeavour that it was no longer 
possible to discuss any topic outside 
of the philosophical realm. 
Therefore, I am simply trying to be 
aware, to learn more about the 
subject and to adapt. For example,  
I am 45 years old and I eat meat. 
Today, I am trying to change my 
habits and am trying to eat less of it. 
Also, I am a hard-core smoker. I am 
trying my best to smoke less, but  
I am still smoking. I do not want 
people to judge me, although I am 
aware that continuing to smoke and 
eat meat is not good. In my opinion, 
we should not judge the positive 
minimum or maximum in our lives. 
We are all involved in this circle in 
regard to gas, food, and tobacco. 
Some people manage to refrain from 
all these things, but I cannot, 
although on a personal basis, I am 
making the effort. I can only be 
critical towards myself, but I can 
certainly not afford to criticise 
anyone else. 

AAN: However, you are trying to draw 
people’s attention in the right 
direction. 
MAU: Especially younger people.  
I hope  seeing my project may have 
an impact, as they grow up, they 
may remember it and start changing 
things. 

AAN: As to your practice, would you 
also consider entering the political 
arena? 

did not let me become a boxer. By 
chance, I started to study 
architecture and I liked it. I was 
fortunate that it was an excellent 
school, the equivalent of a grande 
école in France. It was a kind of 
liberation for me. During my second 
year of architecture, I also had to 
take some classes in other 
departments. I did not know what to 
take and, ultimately, I decided to 
sign up for sculpture. It changed my 
life and opened my eyes. Things 
happened by chance, and it was by 
chance that I began making 
sculpture. After finishing my  
studies in sculpture, I said to myself 
that since I liked sculpture,  
I should try it, otherwise I may 
regret it all my life. That is how  
I came from studying architecture  
to studying art. 

AAN: For your large scale projects, 
completion and realisation are 
essential. How do you go about it? 
MAU: The idea comes together with 
the space. Although I prepare 
precise drawings explaining the 
project, I need to take into account 
that I have to handle the execution 

Therefore, I am providing the exact 
guidelines of what I want before 
having it executed by a professional 
in that field. Today, we have the 
option of welding through laser; this 
is a highly specialised task that  
I could never master. 

Initially, I was always dreaming 
about projects I could complete all 
by myself, but after a while, when 
working on projects for institutions 
or a specific place, I decided to 
change my approach. I realised I 
needed outside help to get them to 
meet the standards I had set. In 
addition, over the years, my 
imagination has grown.  I cannot 
cut 10 mm thick glass, but I can 
envision my project with the cut 
glass. From that point on, I was 
more relaxed about conventions and 
the traditional way of making art, 
especially if that meant relying on a 
structure beyond my skills.

AAN: You used to teach at university. 
Is that something you would like to 
take up again?
MAU: It depends on the project.  
I have been teaching for fifteen 
years, and recently, I was looking at 
my old notes: 20 years ago, I knew 
what art was and what a sculpture 
was, which is what I was teaching 
my students. Today, I do not know 
anything anymore about the subject. 
I do not think that presently, for 
example, I could teach and tell my 
students what a painting is and what 
art is about. Perhaps my students 
could teach me? During my studies, 
I used to question everything I was 
taught. At the time, I felt I was 
learning more from my friends and 
the outside world than from my 
professors.

AAN: Overall, do you view your 
practice in the continuation of the 
artist Claes Oldenburg (b 1929)?
MAU: I respect what he is doing, but 
in art, the creation can never be 
something totally new and is 
therefore always based on something 
older. People often want to see 
something completely new and 
revolutionary. That does not exist 
today and it did not exist in the past. 
From my practice, based on my 
experience in art, it is a development 
of things that are linked. I would 
not say that we are looking at a 
continuation, but rather at 
something that like a liquid that is 
expanding, becoming bigger and 
bigger. 

With the Skin series, I address 
space in a different way. If we go 

Continued on page 4

Peel series (2021), courtesy Paris-B. Photo: Mehmet Ali-Uysal

Su (water) series, 2022, Le Bon Marché Rive Gauche,
courtesy Paris-B. Photo: Le Bon Marché

with different people since the 
projects are site specific, be this in 
China or Dubai. So each time, I am 
working with different people. Also, 
each culture is different when it 
comes to my work experience.  
I remember in Hong Kong, I had 
been looking for plaster for two 
days, even though what was brought 
to me as being plaster was not, and 
that ended up putting on hold the 
completion of the project.
The two aspects you mentioned, 

the realisation and the completion, 
are incredibly important for my 
projects. If I am unable to express 
my idea in a perfect way, it is not 
worth pursuing. This leads me to say 
that ultimately a good idea can also 
turn out to be a bad one, especially if 
it is not well executed. Last year,  
I was working on a bridge project for 
Abu Dhabi, but in the end, although 
all parties involved had spent a lot of 
time on the project, and it was very 
interesting financially, we just could 
not do it. Therefore, I always insist 
on choosing certain media: random 
old material will not bring anything 
to the project; it is generally best to 
drop it all together. Nevertheless, 
most of my projects can be 
completed and installed in the way  
I envision, but a few do not make it. 
This is the game in the art world.

AAN: However, your background in 
architecture must be very useful in 
your practice when it comes to 
choosing materials, as often architects 
are the first to use new products. You 
have an advantage in that respect. 
MAU: That is true, but there are 
many projects where I do work by 
myself, without relying on anyone 
else. I myself am not a specialist of 
any material or techniques, but  
I generally know how it works and 
how to use it. Let us take welding;  
I created some projects that included 
some mirrors and metal. I am unable 
to weld such pieces together. 

When I signed 
up for sculpture 

at university,  
it changed  

my life
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Profile Ceramics

KAMODA SHOJIA comprehensive group of works by 
the Japanese ceramicist, Kamoda 
Shoji (1934-1983) are currently on 
show at the Minneapolis Institute of 
Arts (MiA). Shoji was acclaimed in 
Japan for making significant 
contributions to form and surface 
decoration in the field of 
contemporary ceramics, but has not, 
until now, received the attention he 
deserves outside Japan. 
The exhibition cements the 

institute’s reputation as a centre of 
study for Japanese art in the US, 
whilst promoting their important 
collection of Japanese ceramics. The 
exhibition is showing pieces from 
MiA’s own collection, as well as 
extensive loans from collectors from 
across the US. MiA’s Japanese 
ceramic collection comprises over 
700 pieces that range from the 
country’s earliest civilisations to the 
present day. In 1917, just two years 
after the museum opened to the 
public, Charles Lang Freer gave the 
museum an assortment of Japanese 
tea bowls. While a smattering of 
works entered the collection over the 
succeeding decades, the pace 
increased considerably after the 
museum’s first curator of Japanese art 
joined the staff in 1990. 
This exhibition, of 49 pieces, 

includes several works from 
Kamoda’s signature ‘wave’ pattern 
from the early 1970s. Among his 
most prized and sought after works, 
some of these are engraved, while 
others sport inlaid coloured slip 
glazes. Kamoda continued to explore 
wave patterns and ripple effects even 
as he began trying out new forms 
and techniques. In the second half of 
his career, he became especially 
interested coloured enamels, which 
he sometimes contrasted with the 
roughness of the clay from Tono, 
some 250 miles north of Tokyo. In 
tandem with this, Kamoda began 
experimenting almost exclusively 
with hand-built forms, abandoning 
the wheel in favour of coil techniques 
which he believed strengthened the 
relationship between the potter and 
his material. 
The pieces on display explore how 

Vessel (1977), stoneware with black 
slip-glaze and enamel decoration, 
14 x 6 ¾ in. Photo: Collection of 
Robert and Lisa Kessler

Kamoda’s work contributed to a 
redefinition of decorative arts in 
Japan and ushered in a new era in 
particular for ceramics, as artists –
following Kamoda’s example - shook 
off the yoke of tradition and 
experimented with innovative 
approaches to clay, form, and surface 
decoration.

As Yokobori Satoshi, Curator of 
the Mashiko Museum of Ceramic 
Art, considers in his essay in the 
accompanying catalogue, Kamoda’s 
ceramic art was nothing new or rare. 
He produced pottery for daily use, 
but even from the beginning his 
works transcended mere copying. 
His early amber-hued and ash glazes 
caught the attention of curators at 
the National Museum of Modern 
Art, Tokyo, who introduced Kamoda 
and his work to museum colleagues. 
In 1966, the Agency for Cultural 
Affairs purchased one of his ash-
glazed works. The following year, 
when he was only thirty-two years 
old, Kamoda received the Takamura 
Kotaro Award (named after the 
famed poet and sculptor), for the 
excellence of his work. While his 
works were based on traditional 
forms and were never radical, the 
manner in which he shaped and 
modelled his clay surprised and 
delighted fans of ceramic art. 

It is possible to divide Kamoda’s 
production into two periods: those 
works created after he graduated 
from the Kyoto City University of 
Arts in 1956 until 1969, during 
which time he worked for Omika 
Ceramics and, later, as an 
independent potter in Mashiko, and 
the work created between 1970 and 
1980, when he located suitable clay in 
Tono City, Iwate Prefecture, some 
250 miles north of Tokyo, and 
produced works there until his final 
solo exhibition. 

In the early days in Mashiko, 
where Kamoda established his first 
kiln and studio, he produced work 
that was unprecedented in the 
history of that pottery-producing 
town. A teacup from that time, for 
example, lacks a traditional ‘foot’ 
and Kamoda’s style of painting with 
iron oxide on white slip was different 
from the glaze typically used for such 
wares. He was also fascinated by 

ancient Japanese Sue ware, based on 
Korean prototypes, as well as the 
early ash glazes of the Sanage kilns 
from Japan’s Heian period (794-
1185). In fact, Kamoda constructed a 
kiln that he used for his Sue-style 
pottery so that he could experiment 
with the effects of carbonisation and 
reduction firing. 

Every potter looks to past models, 
but Kamoda tried to create new 
ceramic works without copying 
those of the past. In this way, he built 
onto tradition through innovation. 
For example, although Kamoda 
settled in Mashiko, a town known 
for glazed pottery, he looked to 
ancient unglazed Bizen ware and its 
predecessor, Sue ware, in creating a 
new type of ceramic expression. As a 
result, he covered the surfaces of 
some of his work with a porcelaneous 
clay slip that cracked and lifted 
during firing and would peel off 
afterwards, resulting in a surface that 
resembled raw clay. Based on these 
experiments, he began to add 
patterns with metal oxides and clay 
inlays. 

In 1967, Kamoda visited Tono, in 
Iwate Prefecture, and the following 
year produced innovative stoneware 
using clay from that area. His 
‘engraved curves’ (kyokusen chomon) 
series, presented in 1970, is regarded 
as the peak of Kamoda’s artistic 
career, and its impact on Japan’s 
ceramic world was immeasurable. It 
should be noted that although 
Kamoda continued to create 
container-shaped works, by this 
point he had ceased to think of them 
as functional wares and instead as 
fine art. 

Kamoda’s coloured wave-
patterned wares of the latter half of 
his life were enormously influential 
in the field of contemporary Japanese 
ceramic production. After presenting 
his dark grey incised works in 1970, 
he introduced a series of highly 

accomplished coloured ceramics 
(saito) with white, red, and green 
inlays the following year. No other 
ceramic artist has been able to so 
thoroughly change his style in such a 
short amount of time. 
The artist became focused on the 

nature of his ceramics rather than on 
their shape. This was the moment his 
spirit was freed from considerations 
of function. It is remarkable that 
after 1971, Kamoda changed his 
style every year through his final solo 
exhibition in 1980, even though 
functional shapes continued to be 
the basis upon which he innovated. 
Kamoda’s fans were thrilled by his 
ever-changing stylistic turns, and 
they lined up 24 hours in advance of 
exhibition openings. Part of 
Kamoda’s legacy was the change in 
perception that even ceramics with 
functional shapes are not necessarily 
meant for practical uses. Today such 
utsuwa, or containers, are not 
tethered to perceptions about 
function, but rather are recognised as 
being the result of their maker’s 
artistic self-expression. 

Matthew Welch, MiA’s deputy 
director and chief curator explained 
the importance of this retrospective 
of the ceramicist’s work and 
contribution to the craft of 
contemporary ceramics, ‘This 
exhibition focuses on a seminal 
figure who helped change the course 
of ceramic production in Japan 
through his innovative approach to 
form and surface decoration. Given 
Shoji Kamoda’s monolithic 
reputation in Japan, it is high time 
that our audiences have the 
opportunity to enjoy his work and 
learn about his breathtaking 
creativity’. 

Kamoda Shoji at home in Mashiko in 1974 with a jar featuring his trademark red, 
green, and white swirls. Photo: Mashiko Museum of Ceramic Art

Vessel (1980), glazed stoneware, 6 ½ x 4 in. 
Photo: Collection of Frank H Douglas

The artist began 
experimenting 

almost 
exclusively with 
hand-built forms

Cat 19, Vessel (1973), 
glazed stoneware with slip decoration, 
14 x 9 7/8 x 5 3/8 in. 
Photo: Carol and Jeffrey Horvitz 
Collection

Vessel (1986), glazed stoneware, 
10 1.4 x 10 1/5 in. 
Photo: Collection of Jack M Bulmash 
and Michael E Schnur

Until 17 April,  
Kamoda Shoji: The Art of Change,  
at Minneapolis Institute of Art,  
mia.org. 

A catalogue available

back to the beginning as an embryo, 
the first space we all experience is as 
a fetus. The idea of the fetus was the 
starting point of this series. I felt 
that the skin I was wrapped in was 
my mother’s house with the skin 
being the walls and the blood veins 
the pipes. These are some of the 
metaphors on which my work is 
based. Oldenburg is using this idea 
of perception making things bigger 
and he is also relying on the idea of 
American consumerism. Looking at 
the greater picture, I cannot say that 
what I am doing is radically different 
from earlier artists. Everything I do 
relates to other artists’ work, but this 
goes for any other artist in the art 
world. In terms of continuation or 
legacy, one should also look at it 
from a different perspective and see 
this as a positive development – 
trying to go beyond what has 
already been done. 

AAN: When referring to what came 
before, where there any movements, 
artworks, or artists that had a strong 
impact on your practice?
MAU: I had the opportunity to see 
three exhibitions of Gordon 
Matta-Clark (1943-1978). I am 
intrigued by the way he lived, the 
fact that he had to escape from New 
York and go to Paris. I admire all 
the things he did, but unfortunately, 
he died so young. To me, he was a 
true and real artist. From what he 
left behind and from reading about 
him, I feel he was most special and 
what he accomplished is very 
impressive. In addition, he simply 
lived his life, not paying attention to 
the art market. He was not making 
art in order to make money even 
though he may have made some 
money based on his art. More than 
anything, he wanted to complete the 
pieces he envisioned in his mind. He 
came to be who he wanted, and I 
admire these kind of people, some of 
them artists, writers, and poets. As 
they pass away, perhaps they were 
hungry and did not own much, but 
they realised themselves. I have a lot 
of respect for that approach and in 
that sense, Matta-Clark is a very 
important artist to me. 

AAN: Today, as an artist, it is not easy 
to remain independent and build a 
career without galleries. 
MAU:  I use them and I use the 
system. I am now working with 
three galleries and, from the start,  
I told them that they were not my 
superiors or my boss, but my 
business partners. Thinking that 
they are under the impression that 
they are my boss is unhealthy for 
me, as well as for them. The same is 
true for collectors. All too often, 
when they acquire one of my pieces, 
collectors think they own me and 
that they are buying me. Frequently, 
when you think about an artist, you 
immediately associate him with the 
name of a gallery or an institution.  
I do not want to find myself in that 
position and I hope I can continue as 
I have done so far, even though it is 
not easy. 

AAN: If you had a magic wand, what 
would you change in the art world?
MAU: If somebody were to pay my 
rent, giving me some money, and 
support the production of my art 
projects, I would leave the art 
market and get out of the system. 
What I am trying to do is this, even 
though I need to find money for 
production costs, so far, I still feel 
free about my undertaking. I am not 
rich, but I can survive. I never had 
the feeling that because one specific 
piece was selling well, I should 
create more of them. I am not 

criticising the artists who did that, 
especially if they had to and had no 
other choice. 

AAN: Many of your works have a witty 
title. How do you go about entitling 
them?
MAU: Sometimes, the title is part of 
the piece. Generally, I see my works 
as poems without names. In certain 
cases, the title is as important as the 
installation itself. Overall, if I 
choose a title for an exhibition, all 
the works featured in the show bear 
the same title. For example, I love 
the title of the exhibition at the Bon 
Marché: Su (water in Turkish).

AAN: Your sculptures and installations 
are generally over-dimensional. How do 
you go about studio space and 
storage? 
MAU: Presently, I do not have a 
studio, but I hope that one day I will 
have one. In terms of production,  
I work with many different people in 
Ankara, depending on the project. 
So far, I cannot afford to rent a 
place, especially as my practice 
requires a great deal of space. What 
I do is I take exact notes of my 
projects, trying to visualise and 
render them in 3D. Even for smaller 
projects, my notes have been a great 
starting point and they are always 
fuelled with new ideas.

AAN: As to your installations, except 
for the site specific ones outdoors, 
what happens to them once the 
exhibition is finished?
MAU: Some of the installations made 
of plaster were destroyed. As for the 
Bon Marché project, some of the 
pieces will be recycled and the 
iceberg, for example, is to be used at 
a music festival. I was particularly 
careful for this exhibition, as I 
wanted the pieces to be either 
recyclable or reusable. I have a hard 
time storing these pieces as I have 
no space. Therefore, it seemed to me 
to be a better idea to donate certain 
pieces so they could be used in a 
different function. 

AAN: With the developments in the art 
market over the past year, what are 
your thoughts on NFTs as more and 
more artists, regardless of their 
background, are venturing into them?
MAU: I am interested to learn about 
it. Sometimes, one has to wait until 
technology reaches a certain level. 
For example, several years ago, it 
was fashionable to create neon works 
and people used to say that every 
contemporary artist should at least 

create one neon work. In regard to 
NFTs, I am trying to understand the 
process, but as of now, I find them to 
be far from my practice. For example, 
two months ago, I had a private 
Instagram account, without using it 
to promote my work. Then,  
I lost my account which did not 
affect me as I hardly shared any 
pictures or stories. To me, what 
happened afterwards was the more 
interesting part: living in Paris, of 
course I still have a lot of friends in 
Turkey. With no account up and 
running anymore, even some of my 
close friends stopped calling me. 
Perhaps, this is what we have 
become: an image. If we are not 
sharing on Instagram, we disappear 
and we are dead.

As to the Bon Marché project, we 
had three press conferences and it 
turned out that 80 percent of the 
people attending were influencers.  

I am not judging, but just making an 
observation. Perhaps I am too old, 
but I am trying to learn. I am a little 
bit frightened with what we are 
living and to become like that. This 
goes for NFTs, and of course 
metaverse. Personally, I am not ready 
for all of this. However, whether we 
like it or not, these changes will take 
place and therefore, I have to learn 
about it.  I am not negative either, 
but I have a lot of questions. Perhaps 
someday,  I will create an NFT. 
Around me, crypto money, NFT, 
metaverse (3D virtual worlds focused 
on social connection), everything is 
changing. I am certainly not the only 
one frightened about that. Let us 
hope that the changes will not take 
place too fast, as I believe they will 
also be the source of psychological 
problems. It may be different for 
young Tik Tok users with hundreds 
of millions of followers. Taking into 
account their high number of 
followers, these youngsters are 
subject to huge pressure. I am not 
against all these things. I am open, 
but I am quite frightened about it. 

AAN: Some people question the emotion 
and beauty related to looking at NFTs on 
a screen …
MAU: When it comes to NFTs, 
people do not spend any time 
looking at them. It comes down to 
being an investment and to making 
money. I have a project aimed at 
discussing that. I hope I will have a 
chance of completing it as I do not 
want to be left behind. I want to live 
with my time. 

AAN: Turkey has an international 
biennale in Istanbul, but Turkish artists 
are rarely shown or represented abroad. 
Why is that?

MAU: I think art is primarily about 
money. It is like football: you invest, 
and then you have a good team. To 
be an artist, you first need to get sold. 
It does not matter how much. If you 
are not sold, you do not stand a 
chance to be in art history, whether 
you are good or not. This may seem a 
little radical, but it is real. 

In my case, I left Turkey for the 
very first time when I was 31 years 
old as it is complicated to get the visa 
issue resolved. Now, I have a special 
passport from the French 
government allowing me to live in 
Paris. Beyond these technical issues, 
there is also a very conservative way 
of looking at Turkey: generally, 
when people meet me, the second or 
third question is always about 
Erdogan. Perhaps, it is linked to 
some kind of fear and collectors 
prefer buying other artists instead?

In Turkey, cultural studies are 
rather old fashioned compared to 
other countries. Fifteen years ago, 
through Erasmus, I had the chance 
to study in France. In comparison, 
the school of fine arts tends to be 
more traditional in Turkey and 
maybe this is another reason. Also, 
as indicated earlier, it is too 
complicated to go abroad and to get 
a visa, especially for the young 
generation. It seems that ultimately, 
they accept the fact that they will 
not go anywhere and they stop 
dreaming about it. Economic 
growth, a rich culture, and 
development of the art market 
usually go hand-in-hand. China is a 
good example of this: the country’s 
economic growth also affected their 
art market, with their artists 
travelling abroad and Chinese 
people also buying their own artists. 
If we take the example of Iran, it has 
always been a culturally very rich 
place and there are numerous 
Iranian artists in the contemporary 
art scene. At this stage, I cannot say 
that there is a vibrant art scene in 
Turkey. Within my practice, most of 
the things I accomplished, I 
accomplished by myself, without any 
kind of support. Institutions can 
sometimes also hold you back as for 
certain projects, they may not 
consider it art since it may not live 
up to their expectations. 

AAN: Turkey also has its own pavilion 
at the Venice Biennale, yet compared 
to other countries, its artists are left 
behind. Why?
MAU: The starting point should be 
from within the country itself, with 
collectors starting to buy their own 
artists. Unfortunately, in Turkey, we 
do not have that background or that 
approach yet. 

AAN: So far, you seem to have 
managed your career in a savvy 
manner. Do you agree?
MAU: While I was studying, I never 
imagined I would have an 
exhibition! Now, I slowly know how 
the system works, where my place is 
in the art world. As I mentioned 
earlier, whoever supports me 
financially (dealer, collector) is my 
business partner and I need them. 
Without them, it is difficult to 
complete certain projects. For my 
Skin series, for example, I tried for 
eight years to convince people in 
Turkey to back the project, but could 
not find anyone, although by 2003, 
detailed drawings for the project 
were ready. Then, by 2008, I finally 
managed to complete the first 
version of Skin in France which 
became quite popular and well 
known. I am happy that so far,  
I managed to establish a relationship 
with my galleries, which works for 
both of us. That is priceless.

Pince à Linge (2010), mixed media, variable dimensions, dourtesy Paris-B. Photo: Mehmet Ali-Uysal, 
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Photo: Mehmet Ali-Uysal, Courtesy Paris-B

Monument à la solitude, Hommage à 
Osman (2020), mixed media, 80 x 90 
x 62 cm, courtesy Paris-B. Photo: 
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