that | can get lost in. But again it's about the value of spending time
with the object. It's o pretty solitary activity for me and | think that
invests something very intimate in the work that wouldn't be there if
| used assistants.

uarTin cLank There seems to be an important relationship, or tension maybe,
between thot investment you make in recreating or reproducing
something - the time and labour and attention required in that — and
the particular nature of the things you choose to work with. You're
often drawn to very modest or overlooked objects, things that are worn
out, used up, spent, but which you reclaim or rescue in a way. It's
initially enacted through your selection of them, bringing them back to
the light aos it were, but it’s then amplified through thot process of
painstakingly, perhaps lovingly, reproducing them.

mcuamo wuoses | think thot's right. I'd rother the objects | find had some sort
of post life. Not that I'm particularly drawn to exactly what each spe-
cific object did before, it's more the fact that they have reached this
stote of uselessness, and how well they can be used now to deliver a
narrative or depict something.

uartin cLarx They often have a very strong relationship to the body. Whether
that's through their relationship to the world of utility and use, or to
the fact that some of them become quite anthropomorphic: whether that’s
a speaker with a T-shirt stretched over it to maoke o kind of odd torso
(Small Town Big Man, 2011), or a bundie of old clothes that are arranged
to evoke o hand or o face (Love Seat, 2005).

mcwano wuswes There's o need for balance within these pieces. If it's something
that's already slightly anthropemorphic | have to somehow reign that
in a little so it doesn't look too contrived. | want it to look as if it could
almost have occurred naturally or by chance, rather than having been
made or created. If it does look like it's been purposefully manipulated,
| tend to contextualise it within some kind of framework or narrative
that suggests someone else might have placed or arranged it to give it SMALL TOWH BIG MAN, 2011
meaning, or that it wos the result of some sort of anonymous gesture,

of bravado perhaps, or laziness: like someone throwing something over

a lamppost, or a discarded pile of local newspapers (Untitied (Wasted

Youth), 2009). Domestic situations like the speaker with the T-shirt on,

that's actually from an anecdotal story about my brother-in-law buying

a Gary Moore concert T-shirt that was too small for him, so he put it on

his amp and there it stayed for eight years, never worn, but hideously

misshapen. | choose these kinds of objects partly because of that history

of use, the fact that they are proximal objects - they've been in contact

with bodies - but also becouse they've usually reached the end of

any useful life and have become, essentially, undesirables. The casting

and fabricating process these objects undergo allows me, within my

reconstructions, to trap them in that liminal state, in-between two

opposing situations.

uantin ceane The works often look pretty abject, but they also feel quite
romantic in a way. Sometimes it's suggested through your titles (Let’s
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not and say we did, 2003) which are always great, but there's also a
sense of pathos inherent in many of these objects, despite, or perhaps
because of, their dilapidation or ‘bose’ nature.

picuarn wuckes | think I'm massively sentimental. | didn't used to think | was,
you know, making these decrepit, broken, found looking things. | guess
that | was initially taking this anti-heroic stance, and that was possibly
a reaction to what | saw going on in the art world when | was doing my
MA ot Goldsmiths in 2002. But | think in my work there’s always this
idea of me trying to free something from my own past. In one way or
another I'm illustrating an attachment to a time and place that's really
specific to me. I've since found that these things are actually far more
universal, but | began thinking they belonged exclusively to the kind of
background | had and the cities I've lived in. | seem to return to that
pericod more and more, not a particular cultural period, but that time in
my life when | spent hours in these shut down shopping precincts and
car parks - | was a skotebocarder — and | must think back on thot as a
golden era. I've mixed it up with all the things thot were references to
my life at that time.

uartin cLans AS children or young people we seem to inhabit these liminal
spaces, particularly in early adolescence, when you're caught between
childhood and the world of adults. You can go off to the shopping centre
on your own, but you don't have any money to spend there, so you can't
use it in the way that it's been designed to be used, you can't ‘shop’ as
it were. Instead you just sort of hang around, and that hanging around
leads to you seeing and experiencing those places in a totally different
way. If you are taken to the pub by your parents, yvou're not allowed in,
instead you're outside with a Coke and a packet of crisps, looking at
the brick wall or the bit by the bins, inhabiting and observing the space
of all the stuff thaot everyone else walks past, that's invisible to them.

| think it's a really powerful time in terms of the way we experience the
materiality and specificity of the world. It's lost as you become an adult
because the world then opens towards you, gathers you in, and it sort
of disappears in o sense - or these in-between spaces and the stuff
that collects in them does.

mensrn wuskes It also leads to a kind of make-do ethos. | was too young for
punk but my oldest brother was into it, and I'd see him making his own
clothes. Then he got into Mod and he'd design these jumpers for my Nan
to knit. You know, you couldn’t afford to buy them so you'd make do.

| had skate shorts made from my Nan's nylon trousers ... They did just
look like my Man's trousers though!

marmiv cuame I1's that idea of the replica again, but I'm interested in the
references to subcultures as well. A number of people have spoken
about how your work invokes various subcultures, but they always seem
to be filtered through a very specific, British experience. So although
we talked about the universality of many of these images and ideas,
there's a sense in your work that they're already second-hand by the
time they get to you. Whether it's American West Coast skate culture or
hippy psychedelia, it's already a replicated or bootlegged version
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that you're referencing, something thot’s been reinvented in the subur-
ban Midlands.

micuaro wucnes It's almost coming through a mesh of different filters. So you
work out how you're going to do something with it, and it becomes some-
thing very different and absolutely one's own as a result. When | was
talking about this to my brother a while back he had an interesting take
on it. He was the one into punk - the music, the clothes - but | was 10
years younger, I'd see him go out in this gear and in my head he was off
to some amazing special punk place, you know, wherever these things
happen. But in reality he says he was probably just walking round the
corner to the park! It’s those restrictions that are put on you by your
circumstances, they allow those mutations to happen, and | think that
kind of way of thinking has fed into a conviction to create a world of my
own making.

manmin cLare YOUr works are often made out of resin, which is o pretty blank
or neutral moterial, o base or fundamental kind of ‘stuff’. But in their
finished state they have this remarkable trompe ['oeil quality - achieved
through the casting as well as through the very painstaking way in which
you paint them. I'm interested in this duglity where on the one hand they
have this very active, object presence, this ‘thingness', but on the other
hand they are all made of the same industrial material, which they kind
of collapse into, and which you then paint. So as much as they are about
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the physical presence of the object itself, they are also obout this sur-
foce you apply, they become kind of images in a way.

ricwaRD HUGHES YES, Decause there's never really that truthfulness to the
materials. I'm presenting a very thin veneer of truth. It's about enabling
me to put o stop to something, o suggestion of entropy having been
frozen, so they had no chance of continuing any further, of moving
towards their demise. That's total control within my means.

wammin cLamx |t'S a bit like taking a photograph.

micwamo vuckes | guess it is, I've never really thought about it in that way.

| guess it does become more about image than object because even
across the surface of these objects, | feel like something’s done when
my eye con go over it and not find the part that lets it down, the glitches
where the making is visible. For a while | toyed with the idea of making
work where the making becomes part of it in some way, the making is
revealed, but | didn't think it was necessary. The work can do that with-
out me needing to show a definite indicator of it having been made.
That's what labels on walls are for. | don't mind it being quiet.

martin cLank But you're much more interested in that remove that the cast
gives you, that sense of artifice, rather than bringing the actual object
in? They're sculptures in a very troditional sense. It’s o totally different
operation, isn't it?

mcuarD wuGHEs YRS, very much so, and my things could never return to the
world of things, because it would be impossible for them to function,
they just become stand-ins and surrogotes for those things that are
really out there doing their bit.

nartin cLarx IN terms of the imagery you employ, it feels like the work inhab-
its a very particular sensibility, or location, it feels very autobiographi-
cal in o way. There ore certain imoges, objects, motifs and subjects thaot
seem very personal and thot yvou return to agaoin and again.

micHarp wuakes There are always definite objects thaot | return to. You know,
chairs, bedding, shoes, there's o kind of sleeping quality to a lot of
the work. Once a part is removed from a domestic setting and set free
in the wild, it seems to punctuate thot space and imply rest, or g pause
somehow. The kind of places where | find the stuff | use, or suggest
through their grouping in an exhibition, are far from beauty spots. Or
at least they're beauty spots that are now something less, thot have
been tainted somehow by the activities documented by the rubbish that
gothers there.

warmin cLaek And again there's that relationship with people or bodies and
what's left behind. So mattresses, sofas, clothes (THE BIG SLEEP, 2007),
even a bottle of piss (Roadsider (First of the Morning), 2005)—the
sense that these things have a really strong connection to bodies that
are now gone, lost, disappeared.



“You'll be dead for years and you won't even know it"
Richard Hughes in Conversation with Martin Clark

mantin cLane | wanted to start by asking you why you began to make sculpture?

rmicuanp vusies That's a good start, the big one. When | was on my first degree
at Staffordshire University, Stoke, | based myself in the painting
department, but that probably had more to do with wanting to engage with
certain staff members there. They had an approach where they would
encourage you to use external facilities, you know, to actually realise what
you wanted to do as a normal part of artistic practice. | began to get
some small bits and pieces made: vacuum-formed parts, printed material,
rosettes and other tat. Very early on | became interested in this idea of
not using found or existing objects, but of making something that looked
like it could have been lifted from the real world. | guess it was jointly
down to a lack of funds, as well as a sense of pride in craftsmanship. So
there was already this need to reproduce from what was around me.

| never had any desire to be a sculptor in terms of more formal concerns
- materiality, physicality, space - all the stuff that at the time | associ-
ated with making sculpture. It was more a means to an end, making ob-
jects was about my interest in engaging with things, trying to get some
kind of authenticity.

uarTin cLark You've talked to me before about process being really impor-
tant for you. Is thaot where it staorts, in the making?

mewano wuanes Early on | had to pick up techniques from scratch, like casting
or mould-making, and at first there was a kind of fascination with them,
a seduction obout what | could do. | became more and more cbsessed with
those processes, with getting it really exact. Day-to-day, the making
process can be a pretty drawn out and repetitive job, but it gives you a
very intimate knowledge of an object. You develop that through every
stage, from choosing the object, reproducing it, fabricating it, finishing
it, and that's become an important part of the work, that time spent

in making.

wamrin cLank There's definitely a very strong sense of labour invested in your
works. | know you very rarely use assistants to help with fabrication
and thot seems important in your work in a way that it wouldn't neces-
sarily be in another artists' work.

micuaro wuokes I've only had a handful of things professionally fabricated,
often that's using materials | can’t manipulaote myself, although now and
again it's been to ease the burden of getting things done on time. But

| tend to limit that to the very straightforward processes, the mould
making or whatever. When it comes to finishing, a lot of the time | simply
trust what | can do more than someone else. If it messes up it's down to
me. It’s the part of my practice that | get real satisfaction from, and



micuann wuanes YOU know | never intended them to be memento mori, but quite
often they have that feeling of time being numbered. | wouldn't say
memento mori are necessarily a strong interest or reference for me, but
they do seem increasingly relevant in relation to the work, | think a lot
of the work is about time, the effect of time on me personally. | want to
be able to make these pauses that focus in on small things, things that
make up something bigger. That focusing in is something I've always
done in the work, ond as you were saying earlier, in situations when
you're young, you find those moments to make your own and get lost in
and inhabit for yourself. In a way | think the objects that | make are
Jjust an extension of that.

uantin cLane How do you find, or maybe select, the objects you work with? Are
they things you stumble across, or are they much more deliberate? Are
you hunting down things remembered, but now lost, from your own past?

meuarn wusnes A few years back | mode a work where | cast a pair of Nike Air
Pippins (Trip Over, 2007). It took me a while to find a pair, even with
eBay, but the seed to use this specific shoe had been planted long before.
I'd found a pair years earlier, in the toilets of a department store in
Coventry. Someone had obviously nicked a new pair of shoes from the
store and left their old ones behind. | thought they might be useful as
studio footwear, so | took them, but they were just the most skanky
shoes, so they stayed in the bag and got binned shortly ofterwards.
There was no way | was going to put my feet in them! But there was a
connection with the object somehow, some potential. | kept thinking
about these weird bulbous shoes, with ‘AlIR* stitched ocross them in
swollen letters. The physical quality of the shoe, the really over-inflated
styling and the stitch, they became really cloud-like in my mind, and that
suggested a piece. Those shoes that felt like they were trying to
escape, to float away or something, but they were totally anchored.

Sometimes it can be very specific, other times it can be less so. | started
making a series of draped objects in 2010. Some of them were really
specific, like | did a scooter, a 1960s 150 Vespa, and you could tell what
it was to an extent (Ghost, 2011). Others were just anonymous boxes of
objects (Monday Mourning, 2011). You don’t even see what's stored.
They just suggest, and were drawn from, the kinds of things stored in
my studio: a box of drug paraphernalia, posters, bongs, statues, ash-
trays. They were draped in the style of a Victorian funerary monument,
to physically resemble that. | like this idea that gorages and self-storage
units round the country must be full of just these sorts of things,
things that we keep because they hold the promise of re-living our
youth, or implying activities we’ll get back to doing one day, but which
are all just left in this state of waiting. It's like waiting for the ‘band
gets bock together® moment. There's a possibility of anthropomorphising
or pareidolia, but with those objects | didn't want to go too far into
that, | just let them stack, pile up, and see what's suggested.

uartin cLane You've mentioned Victorian funerary monuments and memento
meri, and for all the references to the immediate past, to the 1980s and
90s and their various subcultures, there seems to me to be something
peculiarly 19th-century about your work, something almost literary. |
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think it's held within the operation of the objects themselves, as well as
the space they create around them, but it’s also there in the way that
you put your shows together, the woy you structure the exhibitions
almost as narratives.

mewano wuckes I'm aware of thot myself but it’s not something | intentionally
pursue, possibly becouse | don't feel like I'm any kind of expert to
comment on that or what it means historically. But | think those refer-
ences just come up through familiarity, or a seed that might be planted
at some moment. I've always been interested in 19th-century Romantic
painting, Symbolism, Victorian art, even though | don't necessarily know
how to read those codes. But no matter where these references may
have come from, whatever point in history, they've all been filtered
through my immediate experiences. It all comes from the catalogue of
things you have around you: TV, music, film, beliefs (churches and grave-
yards), stories, places you visit on purpose or by accident, all the
aspects of your upbringing. I'm sure that the whole idea of the magic of
objects, for me, has its roots in the teachings of the Catholic Church,
which was a big part of my upbringing. The acceptance that things can
be transformed. Having that as part of what's in your head - believing
in the power of things, the power of an object, the power of an image

- before art had that affect on me, it was these ideas and images from
the Church. | think | can pinpoint things in my childhood now that led to
my attitude towards objects and the placing of things, that physical
draping of things for instance.

marmin cLanx | was brought up as a Catholic as well. | think it does have a
very profound effect on the way you think about the material world.
From thot central idea of transubstantiation - one thing literally trans-
forming into something else — to the more symbolic idea of sacred objects
and fetishes: the chalice, the tabernacle, the relics. There's also this
constant mixing up - through both the objects and the language used

- of the material and corporeal, of bodies and objects, of the animate
and inanimate, the living and the dead. In the church all these things
seem to be held in ancther kind of space or state, they have an entirely
different relationship to time and the world.

mcuarn vuces And that stuff gets mixed up in your memories with all the
other things you're discovering at that time, starting with puberty and
various other awakenings. The world of things suddenly becomes a place
to find your own identity, and to make some sort of decision as to how
you might make your way in the world. All those things start coming
together ot a certain point. Looking back it was a really potent time.

martin cLanw DO you feel like it's that moment that you're mining now in
the work?

mouaro wuskes | think it is. | don't feel like I'm ottempting to recreate some-
thing from that time, but | do tap into it. There are objects I'm working
on now that | know go back to that moment, but at the time there was no
urgency or means to do anything with it. It takes time for things to
settle, and to work out which bits are poignant enough or relevant enough



to bother making, really. | guess time will tell whether I'm constantiy
harking back to a period 20 years before what I'm working on. There's
a sentimentality to time and place, | think a lot of the stuff | do is in
some way holding onto that and almost dragging it out, extending the
time and making it into something more real and tangible.

uartiv cuase [N a lot of the work there's a coming together of nature and
culture. I'm thinking of the sofas with funghi sprouting on them (After
the Summer of Like, 2005), or grass growing in an old shoe (Low Past
Ya, 2008), something being reclaimed in a way, or having an after-life
now that its relationship to us is obsolete.

ricuaro suakes | think in those works, it's almost like an elaboration of the
truth. What | illustrate could just about happen, just about pass as
being real. | want to push it to an illogical conclusion where it's still within  arres e sunses o LIKE, 2008
the realms of reality but pushed slightly into ... | wouldn't say magic,
more enchantment. But having said that, | have found real objects like
that: a shoe with grass growing out of it, o mattress thot’s become very
mossy. They're very seductive objects because they're evidence of, on

a small scale, nature claiming things back, and that aesthetic appeals to
me. | remember seeing a Studio Ghibli anime film on ITV one Saturday
morning when | was a kid, it was called Laputa and it was about a city in
the sky. There's this point when they reach the city up there and see LOW PAST va, 2008
these dreoids that are like gardeners, or maybe guardians, and | just

remember seeing these robots with moss growing over them, coming out

of the crocks. It was a beautiful image, gentle and quiet and haunting, it

was nature claiming things back, or in conflict maybe, but in a very

gentle kind of way.

mamnin cLase There's a great song by Silver Jews, ‘The Wild Kindness’, which
is all about time passing, and there’s a verse that goes, ‘Grass grows in
the ice box/The year ends in the next room/It is autumn and my camou-
floge is dying/instead of time there will be lateness/and let forever be
delayed.’ | always loved that image ‘grass grows in the icebox’.

meHano wuawes Something satisfyingly wrong in its rightness.

uarTin cLamk YOUr works are very active, very complete and self-sufficient.
As a result they seem to charge the particular space that they're in,
even if they're fairly slight or discrete. They create a kind of aura.

menamp wuanes |t's not necessarily my works, but the initial objects that are
chesen. They are, as you say, charged in some way, and | think being
able to re-present them using the gallery space allows them to do that.
It gives them room to give off some sort of sense of place. | think
there’s a strong element of landscape in my work which I'm interested in.
Even if it's not landscape being represented in the object itself, it
almost starts to imply the landscape that surrounds it. Your idea of what
landscape or environment would surround those objects, without actu-
ally addressing the space as such.
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wantin caps They do seem to produce the space around them very power-
fully, they're very concentrated, potent.

mcuasn vusnes When my girlfriend and | were living in London in 2001 and
looking for our first flat, we used to look at a lot of auction places.
You'd go on a Friday, pick up the keys and go into these houses that
looked like the previous owners had just been wheeled out, with half
their stuff still in there. More often than not it was old folk that had
lived in them and their routines, their lives, were still plain to see. Most
of the furniture was gone but you'd get these isclated objects still left
in them, like o soap dish that had 20 years of scum, making, like, a cave;
or a single drawer full of dog balls in @ house that stank of dog. These
things seemed to go beyond being just simple objects whose purpose
had come to an end. It was something about their isolation. That specific
point when almost everything had gone but there were still these few,
highly charged things that were left - thaot residue of a life just about
hanging on in there. We were just trying to find somewhere to live that
we could afford, but for me personally it became a really satisfying day
out, and it resolved a lot in my head, it was around that time that

| began making these kinds of works.

maatin cLank Other works operate much more like installations, I'm thinking
of o piece like Crash My Party You Bastards, (2004), where there's

the suggestion of the aftermath of some wild party. But even in the less
‘installational’ works, there's often a sense of the gallery space being
inhabited or occupied, squotted even. The works seem to suggest the
trace of various kinds of interventions thot seem more direct and some-
times more aggressive or destructive to the actual physical space itself.

micuano wucues Well they're still representations of, rather than documents
of, an event. But they differ from the more stand-alone pieces in that
the breakdown that you are witness to is o result of some definite activ-
ity os opposed to wear and tear. In the case of those kinds of works,
the destruction thot is implied is usually pretty pathetic and not par-
ticularly confrontational at all. Working more directly with a particular
space is just another way to suggest more than you are presented with,
a way to imply a narrative.

manmn cLams And are you interested in the spaces themselves, the particu-
lar context in which you've been invited to make o show? So, if it's a
pristine, white cube gallery in an upscale part of a city, is it about you
wanting to subvert that in some way, contaminate it even? There's thot
great piece with the spitballs stuck to the wall (Untitied (Spitballs), 2011).

mcnano wuones | think there’s o slight element of that. It's like lowering the
tone of the place, going back again to a grim sensibility. It's not so much
an attempt ot subversion, but it's more that the works need that iscla-
tion to be allowed to speak, to radiate their spores, to spread their
skank ond caouse things to fall apart. You know, those objects, they're
not quite so repulsive that you shudder—they're not gory or any-
thing— just enough to put you off wanting to touch them! Things like
the spit balls imply time again, but in a different way. Time being killed



rather than just time passing. | like the sort of things thaot con indicate
that. | have a fondness for bravado and bullying trophies: shoes hang-
ing from overhead cables, well-aimed bike tires, underpants on a bus
shelter, that sort of thing. | made a piece for The Modern Institute a few
years back that blew smoke rings out of the window, it was called
Invisible Idiot (2008). Again, it's going back to an autobiographical situa-
tion. | worked as a janitor for a while, years back, and the job involved
rushing into work in the morning, getting everything done as quickly as
possible, then just sitting on the roof for the rest of the day. I'm inter-
ested in that ideg of killing time at a job, killing time ot a bus stop ...

uarmin cosnw Killing time in the studio as an artist ...

mewano wuswes I'm eternally optimistic about time. Optimistic about being L
around forever in the bigger scheme of things, and on a smaller scale, i} ,{
optimistic obout getting a piece finished for a deadline! But the reality
is I'm always fighting against time and maybe that's manifesting itself
via the things | moke. As | get older, some of my family are growing and
others are ageing and dying. Human demise becomes a real concern
rather than something you just put in as a token, to signify an end in
the work. There are always these stages of growth and decay within
anything that's close to hand, so | do think these things to do with time
and the passage of time are probably very real concerns for me now,
and that's coming out more and more in the work. Or maybe I'm just
becoming more conscious of it.

LOVE SEAT, 200%

martin cLane FOr me there's something very uncynical about your work.
Despite the references to youth culture and the knowing one-liners, and
the wit and the humour, it feels incredibly sincere. It's a cliché, but
there is obviously a genuine beauty and truth for you in these broken,
used up, abject cbjects that you're so deeply involved with.

micuarp wuskes | find comfort in them | think. Apart from the implication of a
story or a history or a use, | think it’s more the stillness of these

things when they reach a certain point. The fact that they have been
allowed to hove time on their own and sit, it's that that draws me.

As a youngster | loved time-lapse photography, | was always trying to do
my own, always crap. But that notion of time-lapse, of a definite period
of film thaot might last a minute but that can potentially encapsulate
months, time frozen and compressed in this film. For me, thot becomes
something more beautiful than the real ageing process, that simulation
of time. It’s not something I've ever really thought about before in terms
of my own practice, but | think that in my work I'm trying to get some of
the essence of that inte a ‘thing' rather than a film. Sometimes when | talk
about my work | wonder whether what I'm trying to do and say would
translate better or make more sense if | was working in ancther medium.
But essentially that notion of bringing it back to an object is really
important for me, putting all of this intoe a highly charged object that
behaves like a relic from my own time. There's definitely something | find
both poignant and comforting in objects that have reached that stage,
o redemptive quality where the mask of shit slips to reveal a glimpse

of the sublime. 34
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