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1988 Turner prize winner Tony Cragg is a widely recognised name in the field of contemporary sculpture. Nearly 4 decades on, his
love for the medium still resonates with each sentence he speaks. Although Cragg has largely remained private, the source of his
deeply intuitive practice is clear: a profound reverence for nature. A naturalist in his own right, the evolution of his sculptures often
mirrors the forms he observes on his morning walks through the forest. By 1981, Cragg had already participated in twelve exhibitions;
today, his work continues to be shown across galleries and museums worldwide.

While Cragg's work is appears almost idyllic, appearing to take on a life of its own, it is never purely spontaneous. Each piece is a
response, rather than an impulsive creation. Moving like water droplets down a windowpane, his forms bend and fold, using materiality
to create a dialogue between the outer world and the artist’s mind. As American naturalist Tom Brown Jr. writes, “this earth is a garden,
this life a banquet,” Cragg’s work continuously captures the richness of textures, shapes, and delights all around, resisting any
flattening of their complexity.

In this interview with hube, Cragg discusses walking away from Fluxus, listening to Jimi Hendrix in the studio, and whether materials
might have a mind of their own.

hube: Sorry if I’'m sounding a bit raspy, I’ve lost my voice.
Tony Cragg: It's the Christmas carols and alcohol that does it [laughs].

h: So going back, when you look back at the earliest days of your practice, what do you feel has changed the most in the way
that you approach work and move within your practice?

TC: You mean from 55 years ago to now?
h: Yeah.

TC: How much time do we have? So many things have changed. First of all, when | started, it was just a pure delight of making things. |
had no technical abilities and didn't know anything about sculpture. But in Britain, in ‘69, ‘70, there was Henry Moore in one generation
and Anthony Caro in another. There was awareness of Richard Long and Gilbert and George. Being a young 20-year-old person at that
time, | was influenced by what was going on in the art world: pop art and Arte Povera.

There were a lot of movements that centered on finding objects and bringing them into the context of art, like Andy Warhol's Soup
Cans and Joseph Beuys’s Pictures to a Dead Hare. Most of the art making was based on the ready-made principle. This was a very
important thing for me to get to start with because | was just looking at the world and the different materials, forms, and shapes in it.

This provided me with an enormous vocabulary of objects and forms, which was what drove my work. But, by the ‘70s, other younger
sculptors and myself felt that this ready-made principle was running out of steam — it got to the point where there were BMWSs in a
museum. And so, | started to carve and move materials around. The very first thing | did was a terrible sculpture. | took some found
objects, and made their shadows. After, | took the found objects themselves away. It was just a black mess, but it was the beginning of
making things physically for me.
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Exhibition views of TONY CRAGG at LISSON GALLERY, London, 19 November 2025 - 31 January 2026
© TONY CRAGG, Courtesy of LISSON GALLERY

h: Now you can see the way that you experiment with physicality across all of your body work. In your new exhibition at Lisson
Gallery, your works unfurl in vertical gesture. What discoveries emerged for you during their making, and even after decades
of exploring materials, do they still teach you something new?

TC: Of course. That's the delight of the thing. I'm not a designer, and I'm not a sculptor that makes something that already exists in
another material, so | don’t have a prescribed destination for my work. When | put pencil to paper, | watch where it's going, respond
accordingly, and see what feelings arise.

As with my new work, | was surprised about how it turned out, as | didn’t know what | was going to do. | don't think good ideas are very
good. They're not helpful in making interesting things, so | end up following the material and my chain of thoughts while working.

h: Do the materials you work with carry different temperaments for you? Do they have personalities, almost like characters?

TC: | would argue they have qualities, but not personalities. Material on its own is just matter; the response comes entirely from the
human mind. Objects can exist without ever being seen, but without perception they hold no meaning. It's up to the sculptor, the
musician, the writer, to give the material their personalities and meanings.

h: Where does nature’s tension find its way into your work? Are there elements of the natural world that still stop you in your
tracks?

TC: Being alive is what amazes me, to be honest. | am in awe about having an existence. I've actually just come out of the forest, as I've
been walking through it this morning. It’s a cold and windy, very typical autumn day, but it's somehow just magnificent.

I’'m not a religious person in the formal sense, but | am reverent about being alive. I'm astonished all the time. There’s very rarely an
instant where I'm not in a state of wonderment.

h: | was looking through your archive, and the drawings in it are so delicate and beautiful. How often do you find yourself
drawing today, and does that act still function as an origin point for your three-dimensional work?

TC: Many artists get to a point where they feel that their work just has to be made — there’s not even a conscious moment about it. For
me, drawing is more or less like that. First of all, it's a pleasure to draw, especially if | don't have to make something specific, but it is
also a good way to two-dimensionally short-cut something that would take ages to work out with real material.

Some of my drawings are just explanatory diagrams, and act as instructions or reminders. | also think life drawing, which | did as a
student, was invaluable. It's not just about drawing somebody, it's about looking at something so subtle, trying to get the feelings and
the forms out of it. It doesn't matter how the drawing works out sometimes.
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Path, 2025; Corten steel; 236 x 151x 106 cm; 92 7/8 x 59 1/2 x 413/4 in
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h: Which creatives are subtly shaping the way you approach your work, whether they’re artists, musicians, performers, or
writers?

TC: I'm very enthusiastic about sculpture in general. It's one of the only activities where we use materials without them being utilitarian
— you don’'t have to sit onit, or drive it. It's about expanding material into space and seeing if it means anything.

There are lots of sculptors that I'm interested in. My wife's a painter, and | keep telling her that painting’s just very thin sculpture,
because for me, everything is sculptural, even music. It's still somebody vibrating the air, and then the ears. | also listen to music a lot: |
can listen to anything from Bach to Jimi Hendrix. It's the quality of the music that | found interesting, not the genre. | also read a lot and
walk in the forest every day.

h: You’ve placed your work in so many remarkable settings around the world. Is there a moment that felt dreamlike to
witness? And after showing work both outdoors and within walls, do you feel more at home in one space than the other?

TC: After the Second World War, we knew that all materials and objects could be subjects of art. When making work indoors, you can
create things out of sugar or chocolate. Making things outside is very different, because there're climate and human concerns. You go
into a building of your own volition, whereas a sculpture in a public setting is subject to so many people seeing it involuntarily.

Every time you put a sculpture out there, it's like you've put an alien down in the back garden, and everybody gets a little bit aerated
about it. After a while though, they usually say it's nice, and that it's their sculpture now. You can’t have it back.

h: Has there ever been an instance where one of your publicly installed works did get damaged?
TC: Strangely enough, nobody's ever done any damage to my work. That's quite surprising in some ways.

We did an exhibition recently in a museum in Dusseldorf called Please Touch where visitors could touch all the big works. 135,000
people came for that show in a period of two months. They all touched every single work and we were amazed about how little damage
was done. People were very respectful of it.

h: Are there ideas or works that have remained unresolved over time, pieces that resist finality? How do you stay with that
uncertainty without losing patience?

TC: | have a little list of work I'm involved in at the moment — there are 34 projects on it, which I'm doing simultaneously. It sounds
grand, but it's simply because I've been working on some of them for five or six years, and they don't seem to be going anywhere. |
don’t want to give up on them.

h: Do you feel that the connection between the work and a grander idea or concept is necessary, or it’s more about evoking
emotion?

TC: We live on a planet we are impoverishing and destroying. We've created a world driven by the simple parameters of industrial
production. Its geometries are highly repetitive, and this destroys forests that are full of fantastic forms.

First, we need a meadow, so we take the forest down and plant it with corn. Then, after a while, we need a car park — we're dumbing
things down. But sculpture is about discovering new forms. When you create new forms, you gain new ideas, emotions, and concepts
that never existed before.

Art is the most human thing possible. When | was a student, there was a big conflict between form and content. One position was that
content is not very interesting, and what's really important is the form. On the other hand, people that just were interested in content
couldn’t make reasonable drawings, paintings, or sculpture. Everything is a composite of both form and content.

h: If you had to describe the future in three words, what would they be?

TC: A lot of words | could do, but not three.

h: That’s okay too. It was a big ask.

TC: Okay, then I'd say: A future is possible, but we have to think and behave differently.
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TONY CRAGG
All Shook Up, 2025; Bronze; 226 x 151 x 118 cm; 89 x 59 1/2 x 46 1/2 in
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‘Everything is Sculptural’: Interview with Tony Cragg at Lisson Gallery,
London
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Exhibition views of ‘Tony Cragg’at Lisson Gallery, London, 19 November 2025 — 31 January 2026. © Tony
Cragg, Courtesy Lisson Gallery.

By GRACE PALMER November 26, 2025

“Without material, there is nothing.” These powerful words, shared by Tony Cragg during
our interview, encapsulate the very essence of his sculptural process. Embracing
materiality, molecular interconnectivity and sculptural motion, Tony Cragg’s solo
exhibition at the Lisson Gallery, London, is a tribute to material. Centred around three

significant series, Path, Incident and Stand, this exhibition showcases the rhythmic,



organic and even choreographic potential of sculpture. In works like REM, Cragg’s
handling of steel transgresses a legacy of sculptural formalism. Instead, Cragg grants his
material agency. They adopt fluid forms that unravel, undulate and coalesce — confronting
stasis through their dynamism. Yet, it is in the heart of the exhibition where Cragg's
sculptural dance comes to life. Emerging from the ground, works like 4// Shook Up and
Recallripple and flow endlessly. As you pass through the space, their movement becomes
all-encompassing. These sculptural bodies dance around each other, performing their
routine. Navigating the gallery, it feels as if we, the spectators, become swept up in
Cragg’s choreography. I spoke with Cragg about his fierce espousal of materialism and his
rejection of 'stuff', how his course of forms has a synonymity with dance, and the
congruity he recognises in our material foundations.

Tony Cragg, REM, 2025, Stainless steel, 220x 52 x 99 cm, 86 5/8 x 20 1/2 x 39 in. © Tony Cragg, Courtesy Lisson
Gallery. Photo by Michael Richter.

Palmer: This solo exhibition at the Lisson Gallery is centred around the latest

additions to your Incident, Path and Stand sculptures. What is it about these series

that keeps drawing you back to them? Why were these sculptures the ones you chose

to return to for the Lisson exhibition?

Cragg: The point of the exhibition is that I wanted to return to this gallery, where I've
exhibited since 1979, to continue a dialogue with those interested in my work. It's more or
less an exhibition of the work’s development since the last exhibition, five years ago.
That's where it really begins. Incident was, and is, an exciting way of working. Steel
sculpture is historically quite new, as bronze has always been easy to manipulate. It's sofft,

with a low melting temperature. You can do a lot of stuff with it to make polymorphic



forms. But steel, as the word says, is the strong one. It’s a turgid liquid when molten, with
a much higher melting temperature. That’s why you don’t get people readily melting down
steel. You need industrial things to do it. It's very difficult to work with, but it’s incredibly
strong. So, although many of the larger classical sculptures are bronze, they're full of steel
inside.

Having looked at steel sculpture for many years, I became aware of the high beams and
steel plates used by sculptors. That history passes through Eduardo Chillida to Mark di
Suvero, through Anthony Caro, making steel sculptures that are always very constructive.
It’s usually these men, welding away, and I just thought what I wanted to do was to
construct sculptures in this strong material, where you can expect more poise and position
in space. By stressing the material, you could have a more organic or even lyrical quality.
So Incident was fantastic because I carved them in polyurethane, a tough material that T
can carve very precisely. Then, after I've carved the thing, it gets cast in steel. By doing
this, it transfers that lightness of balance and poise from the soft material into the steel
sculptures.

Since working on [ncident, I've had two problems. One was, what are you using the
strength for? You're using the strength to overcome gravity. That's all you're doing. It's the
same with any building. So, what is sculptural? What's the next layer of meaning under
that? Works like Path, or the other works in the central room, although they aren't
necessarily steel, they tackle this problem: how to be more dynamic and energetic in the
space. Whilst working with Incident, I have realised there are volumes of results that have
to be dealt with and developed. There is more substance to them. They're not just bones,
they're more muscular, more organ-like. I've been more or less working on works like

Incident, Path and Stand simultaneously, exploring the substance of their materials.

Palmer: Leading on from this, in interviews, yvou often reference the word ‘matter’ as
the Latin derivative of the word meaning ‘mother’, calling yourself a materialist
working alongside matter. As much as a ‘“mother’ is a nurturer, do you find that in
your position as a materialist, you can nurture the material? Is your role and oeuvre
a means of returning agency to these materials, which, as you have been saying, in

the past have been restricted to a constructive sculptural role?

Cragg: I think that's a nice way of looking at it. When I've said I'm a materialist, it's an
unpopular term. People think he's interested in “things’ which I'm not. I'm interested in the
fact that I'm made of material, you're made of material, the room's made of material, and I
don't know of anything else other than material. Even intelligence is a phenomenon of
material; even love is a phenomenon of material. It's just that the result that comes out of it
is that we are self-reflecting beings, which is a miracle. So I say I'm a materialist because

I'm not a religious person. We are the result of all the material evolution up to today.
space. Whilst working with /ncident, 1 have realised there are volumes of results that have

to be dealt with and developed. There is more substance to them. They're not just bones,
they're more muscular, more organ-like. I've been more or less working on works like

Incident, Path and Stand simultaneously, exploring the substance of their materials.

Palmer: Leading on from this, in interviews, you often reference the word “matter’ as
the Latin derivative of the word meaning ‘mother’, calling yourself a materialist
working alongside matter. As much as a ‘mother’ is a nurturer, do you find that in
your position as a materialist, you can nurture the material? Is your role and oeuvre
a means of returning agency to these materials, which, as vou have been saying, in

the past have been restricted to a constructive sculptural role?

Cragg: I think that's a nice way of looking at it. When I've said I'm a materialist, it's an
unpopular term. People think he's interested in “things’ which I'm not. I'm interested in the
fact that I'm made of material, you're made of material, the room's made of material, and I
don't know of anything else other than material. Even intelligence is a phenomenon of
material; even love is a phenomenon of material. It's just that the result that comes out of it

is that we are self-reflecting beings, which is a miracle. So I say I'm a materialist because



I'm not a religious person. We are the result of all the material evolution up to today.

Exhibition views of ‘Tony Cragg’arl.i:scné:aﬁe:}, ondon, 19 November 2025 — 31 January 2026, © Tony
Cragg, Courtesy Lisson Gallery.
Palmer: The term ‘porosity’ is often used to describe vour work, particularly those
within the Incident series, as they bend and shape the air, space and viewer. For me,
there’s a sort of molecular interconnectivity between the internal material
components and the external environment. Do you find that allowing the material to
permeate its surroundings encourages your viewers to see beyond the form and
consider our shared molecular foundation?

Cragg: Absolutely. I don't want to get too chemical about it, but it is seriously the case. We
have these survival mechanisms, such as seeing, hearing, and feeling, but people in front
of art have completely different reactions. If you put a hundred people in front of an
artwork, they’ll write totally different things. Art allows a person to discover who they are.
They come to that object with their upbringing, education, sensibilities, life experiences,
and even their emotional characters. Standing in front of the art, they react with that
material; it's an amazing reaction that happens all the time. It's the same for me with
music. It becomes sculptural because it's a material object that vibrates the air, goes into
my ear and tickles my brain. But an important reaction happens between these materials
that allows me to enjoy the music.

When people say material is basic, that's totally wrong to me. It is the essence of
everything, not just looking at art, but our whole way of dealing with the material around
us. Understanding materials teaches us how to deal with the earth, our social structures,
our educational structures, and the relationships between countries and societies. If you're
trying to solve any problem on a religious or ideological basis alone, then you're in
trouble. You can only do it on a super materialistic level, because suddenly there's an

enormous parity in everything, and you realise we all have an equal share in this.

Palmenr: Just like the way that you're discussing how music is sculptural, I have
found that dance and performance art lend themselves to a sculptural lens. I mention
this, noting that your exhibition space, Waldfrieden Sculpture Park, was the location
for Wim Wenders' documentary film for Pina Bausch. When you are constructing
these sculptures, is there a certain rhythm or cadence you are drawing upon? In
refuting traditional sculptural ideas of stasis and fixity, do you intend for your
sculptures to dance, to escape their rooted locations? Do the likes of Bausch, Yvonne
Rainer and Simone Forti ever influence your sculptural designs, or is the rhythm and

bodily motion inherent within yourself and the material?

Cragg: Absolutely. If you know dance, you know that these people are amazingly tough.
To hold the position and do what they do, they have to be incredibly strong; they're just
made of sinew and muscle. So very durable material provides an enormous correlation
with dance.

But my dance is much less expressive. If I stick my tongue out at you, then it's 5 grams of
material, a tiny little thing. Something happens to your brain where you suddenly think,
God, he's a weirdo, sticking his tongue out that way. Every tiny change in form means a
change in your mind and emotions. That's exactly what's happening when I'm making my

sculptures. As I change the form, my brain is thinking something different, and getting



different excitements about it, and disappointments in some cases. So emotionally and
intellectually, one is constantly at one with the material. Everything is sculptural for me,
because sculptural means it's material that you react with. It's not just about cutting things
out of shapes.

Palmer: Drawing on these ideas of dance and performance, I am curious about your
use of repeated patterns, particularly within works like Incident (Vertical) and REM.
Ideas of repetition in motion remind me of choreographic processes; I am
particularly thinking of Yvonne Rainer’s 7rio A and Pina Bausch. Is there a
deliberateness to these patterns when you are constructing your sculptures? You
have termed yourself a materialist, but would you also consider yourself a
choreographer?

Cragg: Pina Bausch was a fantastic artist, so I don't think I could come from Wuppertal
and call myselfa choreographer. I'm gonna stick with sculptor. But it raises the question of
what choreography actually means. It's to do with the run of things. It's to do with the
course of forms. I'm dealing with very resistant, bloody-minded materials, which have to
be beaten in at every stage, to get this sense of softness. Perhaps that is my course of
forms.

Tony Cragg, Incident (Vertical), 2022, Corten Steel, 230x 84 x 94 cm, 90 1/2x 33 1/8x 37 in. © Tony Cragg,
Courtesy Lisson Gallery. Photo by Michael Richter.
Palmer: As a series, undoubtedly, your sculptures communicate and correspond with
one another. I wonder if, as well, they are forming a part of a routine, each player a
moving part, each with its own section of choreography, establishing a performance
as they move and dance with and around each other? As viewers, by being within the



space of these sculptures, are we also a part of the performance?

Cragg: I think very much so, especially when it comes to installing. In my generation,
during the “70s and ‘80s, installations were one of the trending things. I had an enormous
amount of experience working into a space. But then you begin to see bodies in space, and
you start to understand the relationship between the sculptures and the audience. Now, my
assistants come and unpack my work, and then when everything's on wheels, I come in
and begin to arrange them. It doesn't matter what you're doing; if you don't have a natural
sense of it, then life gets tough. You have to have a sense of balance, poise, composition,
and size. It all has to work together. With every exhibition I've done, I suppose there has to
be a kind of choreography. If you can't choreograph it in some way, from one room to the

other, it won't work.

When you walk through a museum, it’s almost scenic. In one room., you get one sense of
motion, and then you get to another room, and it's a different kind of movement altogether.
T used to make work like this, moving around, being amongst people. There’s a work
called On the Hill, which was my early engagement with ‘performance’, placing my body
in a space and exploring motion.

Palmer: For me, there is definitely a choreography, especially with this exhibition. It
feels like sequences in the way that it has been curated; you move from each space,

and there’s a different rhythm being expressed, a different cadence.

My final question: you are often credited as a sculptor who ‘constantly pushes the
limits of what is possible within sculpture.” What are those limits that you are
pushing against? Is there more that you wish to achieve within your sculptural

practice that you have yet to do?

Cragg: If you consider this: in a 10-kilogram block of clay, there are billions of forms. As a
sculptor, when you’re working with the material, eventually your mind and emotions are
more engaged. Obviously, if you want to be diverted and make a horse out of the clay, then
all of your thoughts and emotions go to ‘horse’. But as long as you're looking for new
things, things you've never seen before, then there are innumerable possibilities to
discover. Sculpture is an investigation of the material world. It's not even me trying to
push the barriers of sculpture. All I'm trying to do is look into the material myself. I don't
have ideas; good ideas invariably make very bad art. I don't really want to be stuck on an
‘idea’. It's the investigation, it's looking for stuff, and now and then finding it. The point is,

it's only just starting.

When you look at all the possibilities of material, then I don't see what would ever stop.
My parents died in 1980. They never saw an iPhone. They didn't know about computers.
They didn't know about the medicine of today. They didn't know about the knowledge we
have about the universe and the space around them. There was no idea of these things at
that time. We're just looking at the world as it moves along. We're experiencing the

kaleidoscope of life. And in another 50 years, God knows what.

My thanks go to Tony Cragg for his insightful discussion and for taking the time to reflect
on his current exhibition. I would also like to share my appreciation for the Lisson Gallery

and Pelham Communications for making this all possible.

‘Tony Cragg’ runs between November 19, 2025, and January 31, 2026, at the Lisson
Gallery, London. WM

GRACE PALMER.

Grace Palmer, an art historian and writer, specializes in the history of contemporary
art and 1960s New York performance art. She confributes to Whitehot Magazine
and is currently located in London, England.
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Tony Cragg: Interview of the Month, December 2025 -
Paul Carey-Kent

Dec 1, 2025 by News Desk BREn

Lisson is presenting a solo exhibition of new sculptures by Tony Cragg. The exhibition brings together a selection of
animated and gestural configurations which, as Cragg himself describes, “are like drawings in space”, communing with
one another while still maintaining a hard-edged materiality. Cragg’s focus is on the expressive use of materials rather than

direct representation, harr ing the possibilities of mo 1t, mass, and molecular arrangement that are inherent in all
matter. | met the artist at Lisson Gallery to discuss this new body of work; at 76, he shows no sign of slowing down...

PCK: Tell us about the use of material here - you have focused on manufacturing sculpture from patinated bronze,
reflective stainless steel and Corten steel:

TC: It's what I've been working with — all the works in this presentation result from what I've been thinking and doing in the last
three years, since my last show with Lisson Gallery. And that's the idea behind this exhibition: to continue my discourse with
the public here in the UK.

The ‘Incident’ series are made from steel. Can you tell us about that process:

| work with polyurethane, a soft yet firm material that can be carved very accurately. It's like drawing in space, in three
dimensions. There's no plan, | just get on with it. | love drawing for its own sake, but these are not based on preparatory
drawings. From that polyurethane form, we make a scaled-up mould and then cast it traditionally. | use technology in the
manufacturing, not the design - computers are involved in the scanning to create a digital mould. Steel has historically been an
industrially-formatted sculptural material, and it looks very constructed, somehow — as with Vladimir Tatlin, Eduardo Chillida,



Mark di Suvero, Anthony Caro - but | wanted these to be fluid, to look more natural than industrial. Steel is a strong material -
that's what it means, ‘strong’. So what's holding it up can be very thin, so thin it would break were it bronze. | am making the
most of steel's material properties. And you can do things with it that you can't if you just stack things up — you can have poise,
balance, a kind of internal dynamic.

They can appear like water?

Yes, stainless steel especially suggests a sense of water because it denies itself, and you can see the surroundings rather than

—

the material.

Tony Cragg: Installation view with Path, 2025, at front - Path, 2025 - Corten steel, 236 x 151 x 106 cm

All the works are vertically inclined, as if creating groups of figures?

They are vertical, so one could imagine that they have a figurative quality. For me, they are much more to do with the
landscape, but everyone sees what they fancy! ‘Path’ is like a track up a mountain, also a course of events. | start very
irrationally, not knowing what I'm doing, then build it up. Just as history is building itself up all the time, but you don't get to a
point of recognising what it is until you call it history.

The ‘Stand’ works are a contrast with ‘Path’ and the ‘Incident’ series?

They are more solid volumes, and that works for me in this size. They have at least three legs, as do all three series, as that is
the minimum you need for stability - even when we stand, we are actually on at least three points across the instep and heel.
They become pretty static, but have more volume than ‘Paths’ and ‘Incidents’, which are more dynamic. The ‘Stands’ did come,
like the paths, from wanting to extend into space like a drawing, but where ‘Path’ really is like a drawing, here the edges turn

into flat surfaces. Out of one thing come two directions.

Tony Cragg: Installation view with ‘Stand’ works



The ‘Stand’ works are of painted bronze. How did you decide the finish on these?

When | made the first one, they put on the undercoat, and | thought, ‘It looks perfect in white!’ So | kept that, though it isn't
actually the undercoat you see now. There are smaller versions in steel and rust, and | kept the others in the identical spectra
of browns and greys - oxidised metallic or mineral colours.

Tony Cragg: REM, 2025 plus detail — Stainless steel, 220 x 52 x 99 cm
Can you tell me about ‘REM’ and the meaning behind this work?

Yes, ‘REM'’ is about the unease of that time when you're trying to sleep. The work is based on an African headrest that I've got,
close to the tree branch from which it's carved, and somehow using the three-legged combination again. The headrest looks
very animal-like. They are brilliantly made things, very sculptural, with minimalist structural functionality. But the headrest is
just a starting form, there is no literal casting — everyone is different. Being a terrible sleeper, this sort of pattern seems to
vibrate in my head.

You have pursued sculpture very consistently for half a century - what is it that has drawn you to this medium for this time?

| love sculpture, and not just my own. I've been making sculpture for 55 years, and that's what I'm obsessed with in a way. For
me, there is just sculpture. | like to spend as much time as | can in the studio.

And you never seem to run out of ideas?

The materials drive me. Good ideas do often not result in good art. Or even, rarely do. My recent book, titled ‘A Line of
Thought' - for which Jon Wood wrote the text - looks at my work from the very beginning. We wanted to produce a book that,
rather than aiming to record all the work, reflects the line that goes through it. People think there are breaks, but in my mind, |
know exactly how and why each thing leads to another, even if the continuity still surprises me.

Tony Cragg is at Lisson Gallery from 19 Nov 2025 - 31 Jan 2026. He also has an exhibition titled ‘Line of Thought' at the
artist-founded Skulpturenpark Waldfrieden, Wuppertal, Germany, to Jan 12026.

Top Photo: Tony Cragg with Stand, 2025 - Bronze, 220 x 75 x 127 cm
Images provided by Lisson Gallery; portrait Tony Cragg © Paul Carey-Kent first published Artlyst 2025

Tony Cragg is at Lisson Gallery from 19 Nov 2025 - 31 Jan 2026. He also as an exhibition titled ‘Line of Thought' at the artist
founded Skulpturenpark Waldfrieden, Wuppertal, Germany to Jan 12026.
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‘People once threw food at modern
art! Turner-winning sculptor Tony
Cragg’s amazing journey to success

He may now live in Germany, but he loves returning to Britain, not
just to put on a show, but to enjoy the weather, the food, the
humour - and the selfie-takers in galleries

Stephen Smith
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et’s suppose that you are a Turner prize-winning
sculptor, with more than 50 years in the game. One
restless night, an idea comes to you. You work it up in
your studio and send it off to the foundry, to be cast in
bronze. Finally, you’re ready to show it to the world, but the first
person through the gallery doors barely glances at it before
taking a selfie with it. What do you do? Bear in mind that you are
Tony Cragg, Royal Academician, and you are on record
bemoaning the preference of many art-lovers for listening to
audio guides as they tour exhibitions.




The perhaps unlikely answer is that you welcome the selfie-
taker with outstretched arms, or at least give a convincing
impression of doing so. “No, I don’t have problem with that,”
says Cragg, albeit faintly, as if he’s thinking about the people
who might be crossing the threshold of his latest show, which
just opened in London. “People are bound to respond in
different ways.”

A4 My father thought sculpture was a very dull and
unnecessary activity

Liverpool-born Cragg, in a zip-up sweater and dark trousers, is a
lean 76-year-old but could pass for 20 years younger. He has
lived for many years in Wuppertal, Germany, exhibiting and
teaching across the continent and collecting many honours to
add to his 1988 Turner gong. He has had his own decided views
and gone his own way since he told his father he wanted to be
an artist as a teenager. “He said, ‘What a waste of time and
education!” My father was bitterly disappointed. He was an
electrical engineer and worked on aircraft and thought
sculpture was a very dull and unnecessary activity.”

Cragg’s problem with audio guides is that they get in the way of
a spectator’s relationship with an artwork. “If you have a picture
on a wall,” he says, “it doesn’t matter what the artist’s intention
was. A hundred people stand in front of it and they will tell you
a hundred different things about it. The person comes with their
education, background and abilities - and responds to what’s in
front of them. People interjecting all the time disturbs that
direct dialogue with the artwork.”

Technological distractions aside, Cragg is pleased to be back in
London. “T’ve lived abroad for the main part of my life, but I still
feel very British. When I come back to Britain, immediately I’'m
more relaxed. I love British humour. I love the weather. I love
the food. I feel like I’'m back home, anyway.” He still supports
Liverpool FC and rues their recent form. “Someone once told
me, as an artist you’re only as good as your last show, and in
football you’re only as good as your last game.”



O Cragg's work at Lisson Gallery. Photograph: George Darrell/© Tony Cragg,
Courtesy Lisson Gallery

Cragg’s recent works include tall, free-standing forms that might
gesture towards buckled or twisted skeletons. We are speaking
just before his show opens and, as I watch them being wrestled
into place, I think about artists on the road - musicians, say -
and how much easier it is for the percussionist playing the
triangle than the cellist. Of course, Cragg now has his own
roadies. “I have a fantastic team,” he says. “They do everything.
I arrived yesterday, moved things around for an hour, then left.”
You don’t take your art on the plane with you then? “I used to,”
he laughs.

44 When Iwas growing up, the French were ‘Frogs’ and
the Germans were ‘Krauts’

Cragg’s early work included pieces that explicitly addressed
issues in the land of his birth, including Riot, a frieze produced
in the aftermath of the miners’ strike in 1984 and clashes
between police and youths in Brixton, London. “I left Britain in
1977 at the beginning of the Thatcher period, and the
destruction of the arts schools here, and a lot of other
developments. It was a very extreme form of capitalism that
paid no regard to the needs of the wider population.”



He has also used the motifs of the crown jewels and the union
flag. What did he make of seeing the flag on lamp-posts during
protests in the UK this summer? “Well, it’s very difficult to live
abroad and then be critical about how people live in another
situation. But the most bitter disappointment I had initially was
Brexit. This idea of isolationism, stepping back - I think it’s bad
for the general population. It’s sad. And then you feel
tendencies which are very nationalistic.

“When I was growing up, the French were ‘Frogs’ and the
Germans were ‘Krauts’. My parents were very unhappy that I
went to Germany because of the war. But thanks to the Royal
College, I went to France to work for a year and I realised, ‘Hey,
the food’s not bad here!’ I noticed the furniture and the way the
French treated their families: wow! But everybody has a history.
My children, who are German, have this terrible burden of their
history on their shoulders, from their grandparents’
generation.”

Although he didn’t see eye to eye with his father about
sculpture, Cragg considers it a waste of time to make busts of
the famous, or the likeness of a horse. “For me, representing
exactly what’s in front of you is a senseless activity, a vain
attempt by humans to parody or copy nature.”

O ‘Art makes life more livable' ... Cragg in 2007. Photograph: David
Kaluza/Courtesy the artist and Lisson Gallery



That’s not to say the sculptor fails to acknowledge masters like
the 17th-century Italian Gian Lorenzo Bernini. But, he feels, the
time for figurative sculptors to lay down their chisels is long
overdue. Artists such as Auguste Rodin incorporated the ideas
of Sigmund Freud into their work, says Cragg, and Marcel
Duchamp, who took a urinal and called it art, introduced the
readymade. “When I was student, we realised that readymades
were kind of running out of steam, but then people like Damien
Hirst took it to another dimension with a shark in a tank.”

Cragg’s first job was in a laboratory and he’s all for children
studying Stem subjects, but says that without art lessons they’ll
struggle to visualise what they’re learning. “Art is one of the best
ways for people to have a better existence. It makes life more
livable. To ignore that, in a way that has happened in Britain, is
almost criminal.”

He still loves what he does, saying: “I hate holidays. Twenty-five
years ago, everybody needed a holiday. I spend a lot of time in
Scandinavia so we found somewhere we can spend the summer
in a very beautiful place where there’s the ocean and nature -
and a studio! That’s perfect for me, it’s my dream.”

He shows me a list of new ideas on his phone and reads some
out. “First and Second, Recall, For a While, Long-stop, On and
off, Way to Go, Path, Backtrack ... 'm not telling you these are
future sculptures or anything. They are just things that tick
through in the time I wake up.”

Was that a month’s worth of ideas? “I hate to say it, but that was
last night.”

Cragg is astonished by the popularity of contemporary art,
unimaginable when he was starting out. “Now, everywhere you
go has its own gallery. I live within an hour of 40 galleries
showing contemporary art. But in Britain, there used to be just
London. In France, only Paris. When I was in France, the arts
bodies were trying to take modern art out into the countryside -
but the people threw food at it!”

Tony Cragg’s sculptures are at Lisson Gallery, London, until 31
January
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Five Exhibitions To See In London In December 2025

AP L AR

Backyard, 2025 © Chantal Joffe Courtesy the artist and Victoria Mi
¢

Your guide to the five exhibitions to see in London in
December 2025, spanning painting, sculpture, photography
and more across the city’s leading galleries.

Yes, it is cold, and the darker mornings are doing little to persuade anyone to
abandon a warm bed. Yet for those still inclined to look at art rather than the
thermostat, December offers a strong set of shows across the city. If you are
searching for five exhibitions to see in London in December 2025, this list
gathers the most thoughtful and engaging of them.

Stacey Gillian Abe begins the month at Unit with Garden of Blue Whispers, a
measured study of how memory lingers in the senses. The exhibition follows
her earlier show Shrublet of Old Ayivu and extends her interest in the ways
sound, touch, scent and sight can hold fragments of the past long after the
moment has passed. It stands among the most compelling of the five
exhibitions to see in London in December 2025 for its quiet precision and
emotional depth.

At Lisson Gallery, Tony Cragg presents new sculptures that shift between the
suggestion of the human figure and the clarity of engineered forms. Cast in
bronze, stainless steel and corten steel, the works explore weight, movement
and the interplay between material and space. For visitors seeking five
exhibitions to see in London in December 2025, Cragg’s presentation offers a
distinctive take on sculptural form.



If London’s winter feels severe, there is always Miami, where Art Basel,
CONTEXT Art Miami and the surrounding fairs provide a sunnier escape. For
those staying closer to home, January brings the London Art Fair, which
arrives just as many of us begin to venture out again.

Tony Cragg, REM (small), 2024,
Stainless steel, 120 x 58 x 138 cm / 47 1/4 x 22 7/8 x 54 3/8 in,
© Tony Cragg, Courtesy Lisson Gallery.
Photo by Michael Richter

Tony Cragg: New Work at Lisson Gallery

Lisson Gallery presents a solo exhibition of new work by British sculptor Tony
Cragg, centred on the latest in his /ncident series and accompanied by pieces
from related ongoing bodies of work. The show brings together upright forms
that suggest standing figures or columnar pillars, abstracted through Cragg’s
meticulous process of carving, construction and erosion.

The porosity and openness of these /ncident sculptures dissolve the boundary
between interior and exterior, between solid mass and the surrounding air. The
works create sculptural moments that feel both transitory and eternal, organic
yet deliberate. Their material presence—cast in patinated bronze, reflective
stainless steel and weathered corten steel—adds a tactile counterpoint to
their sense of movement.

Tony Cragg

19th November 2025 - 31st January 2026
Lisson Gallery

67 Lisson Street

London NW1 5DA
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THE ART NEWSPAPER TURKIYE
Another Look at Tony Cragg

Tony Cragg's new exhibition can be visited at Lisson
Gallery between 18 November 2025 and 31 January 2026.

Ela Demiral

Courtesy of Tony Cragg and Lisson Gallery

London's Lisson Gallery presents a new solo exhibition by Tony Cragg, one of the
most prominent figures in contemporary sculpture. Selected works from the
artist's series "Incident,” "Stand,” and "Masks" explore the boundaries between
body, mass, and movement, using a rich array of materials ranging from bronze to
stainless steel. Tony Cragg has long been on the radar of collectors in Tiirkiye and is
one of the most renowned foreign artists. Cragg's new exhibition opened at
London's Lisson Gallery on November 18th.



The artist's sculptures have been found in numerous private collections in Tiirkiye
for years. However, his sculpture, "Runner,” which appeared in public at the
opening of Istanbul Modern's new building, has elevated Cragg's recognition in
Tiirkiye to a whole new level; for many art lovers, it has become the first form that
comes to mind when they think of "Tony Cragg.” This new exhibition in London

offers a new perspective on the artist's familiar sculptural language.
Who is Tony Cragg?

Born in Liverpool in 1949, Tony Cragg has lived in Wuppertal, Germany, since 1977.
Cragg began his career in science before becoming an artist, working as a
laboratory technician. He completed his art education at Wimbledon School of Art
and the Royal College of Art in London; he taught for many years at various higher
education institutions and served for a time as director of the Diisseldorf Art
Academy. One of the most significant turning points in his career was representing
the British Pavilion at the 43rd Venice Biennale in 1988, winning the Turner Prize,

Britain's most prestigious art award, that same year.

For over 50 years, Cragg has transformed his interest in the relationship between
nature and the man-made world into an original sculptural practice based on

experimentation and imagination.

Courtesy of Tony Cragg and Lisson Gallery

Incident, Stand, Masks

Lisson Gallery presents the latest in Tony Cragg's "Incident” series of sculptures,

alongside works from his parallel series. The exhibition centers around a multitude
of vertical forms, reminiscent of standing figures or columnar columns, but
abstracted and complicated by Cragg's meticulous craft, sometimes built layer by

layer, sometimes carefully eroded and hollowed out.



The porosity and openness of these new "Incident” works virtually dissolve the
boundaries between interior and exterior structure, solid mass and air, giving the
sculptures a character that is simultaneously ephemeral and eternal, organic and
highly controlled. The impact of these dynamic, gestural forms, which converse
and merge with each other as if drawn within space, is further intensified by their
use of hard materials such as striking bronze, reflective steel, and velvety Corten
steel. Located in the gallery's back room, these works offer a radically different

perspective on Cragg's traditional sculptural language.

The new interpretation of the "Hedge" series, dated 2025, contains only a fleeting
evocation of the curves and windings of garden hedges the artist studied in his
childhood; these references quickly explode into interlocking surfaces and sinuous
lines. Similarly, the new "Stand" works in the exhibition may at first glance be read
as anthropomorphic volumes bearing heads or limbs, suggesting the torso;
however, they soon transcend memory and perception, evolving into unique forms

possessing both corporeal and otherworldly connotations.

Cragg's works, titled "Masks," consist of overlapping stone rings in circular or
elliptical layers, creating a futuristic, dynamic effect. Abstracted from the
multiplied and superimposed profiles of a human face, these works nevertheless
remain intimately connected to the human being through their scale, material
presence, and the almost empathic, bodily response they evoke in the viewer.
Throughout the artist's work, the focus is not on direct representation; rather, it is
on the expressive possibilities of materials, the possibilities of movement, mass,
and molecular organization inherent in all matter.

This dialogue between the figurative qualities of the "Stand"” and "Masks" series
continues beyond the venue, with monumental-scale open-air sculptures installed
in the gallery courtyard. In the inner courtyard at the center of the exhibition, a
large-scale bronze sculpture, "Contradiction," is positioned. While creating the

impression of a rotating force, it also appears to defy gravity by rising into a

vertical mass, rising toward the sky.
! //,>V =S /
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Ruya Worthy, from Lisson Gallery's Sales and Artist Management Department,
shared her assessment of the exhibition with The Art Newspaper Tiirkiye.

Tony Cragg is a master interpreter of form, capable of conveying a powerful sense
of movement even with hard materials like bronze and steel. Our new exhibition
conveys a playful energy while remaining firmly grounded in the essence of the
artist's practice. Beyond presenting Cragg's innovative latest works, this exhibition
also introduces a special paint formulation that adds a completely new dimension
to his sculptural language. This innovation further demonstrates that the artist not

only refines his sculptural language but also constantly questions and expands it.

This exhibition follows recent solo exhibitions at leading institutions in
Dubrovnik, Dessau, Salzburg, and Rome, and a comprehensive UK presentation at
Castle Howard in 2024. The exhibition at Lisson Gallery also runs concurrently
with the artist's ongoing presentation at Sculpture Park Waldfrieden in Wuppertal
in 2025-26.

The exhibition is open to the public at Lisson Gallery London until 31 January 2026.
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Tony Cragg: New Work at Lisson Gallery
- Art Plugged B November 25, 2025

N 4
Tony Cragg and Lisson Gallery present a new body of work thai
explores movement, material and form through the artist’s
latest Incident sculptures
Tony Cragg
19th November 2025 - 31st January 2026
Lisson Gallery
67 Lisson Street
London NW1 5DA



Lisson Gallery presents a solo exhibition of new work by British sculptor Tony Cragg, centred on
the latest in his Incident series and accompanied by pieces from related ongoing bodies of work.
The show brings together upright forms that suggest standing figures or columnar pillars,

abstracted through Cragg’s meticulous process of carving, construction and erosion.

The porosity and openness of these /Incident sculptures dissolve the boundary between interior
and exterior, between solid mass and the surrounding air. The works create sculptural moments
that feel both transitory and eternal, organic yet deliberate. Their material presence—cast in
patinated bronze, reflective stainless steel and weathered corten steel—adds a tactile

counterpoint to their sense of movement.

Tony Cragg Prescription, 2020

Bronze
55x32x26cm
21 3/4 x 12 5/8 x 10 1/4 inches
®© Tony Cragg. Courtesy Lisson Gallery.

Lisson Gallery

For more than five decades, Cragg has sustained a practice that fuses the natural and the
manmade while remaining a product of his own imagination and experimentation. A new 2025
iteration of his Hedge series, for example, hints at the hedgerows of his childhood but quickly
transforms into interlacing planes and sinuous, expanding lines. Similarly, the Stand works on
view can at first appear anthropomorphic—torsos, limbs or heads—but soon transcend
recognisable forms, evolving into wholly original structures with their own associations, both

bodily and otherworldly.



Cragg’s Masks, made from stratified stone in circular or elliptical layers, move toward a futuristic
dynamism. Though abstracted from overlapping profiles of the human face, they retain a strong
connection to the human body in scale and material presence. The works invite a physical,
almost empathic response from viewers. Across his practice, Cragg’s focus remains on the
expressive possibilities of materials rather than direct representation, exploring movement, mass

and molecular structure as sources of form.

This dialogue between the figurative and the abstract extends beyond the gallery walls.

Monumental outdoor versions of the Stand and Mask series are installed side by side in the
external courtyard, while at the exhibition’s centre stands a major bronze Contradiction
sculpture. The piece shifts between centrifugal motion and vertical stillness, appearing to defy

gravity as it rises skyward.

Tony Cragg Pair, 2018
Bronze
100 x 46 x 38 cm
39 3/8 x18 1/8 x 15 inches

Lisson Gallery

Together, these works reveal an artist continually expanding the range of materials and ideas that
shape his practice. Cragg remains a sculptor pushing at the boundaries of what is possible,

constantly seeking new expressions of energy and structure in matter.

This exhibition follows a series of major solo shows this year at institutions in Dubrovnik, Dessau,
Salzburg and Rome, as well as Cragg’s recent display at Castle Howard, York (2024). It runs
concurrently with his presentation at the artist’s Sculpture Park Waldfrieden in Wuppertal (2025-
26).

Tony Cragg opens on the 19th of November 2025 until the 31st of January 2026
at Lisson Gallery
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TONY GRAGG EXHIBITION BRINGS GONTEMPORARY ENERGY TO
SALZBURG EVENTS

Courtesy of THADDAEUS ROPAC GALLERY

A major highlight among Salzburg events this summer, the DomQuartier hosts Tony Cragg: Zeiten—the first-ever contemporary sculpture exhibition staged in the opulent State Rooms
of the Salzburg Residenz.

Running from July 24th to October 6th, 2025, this landmark Tony Cragg exhibition was created in collaboration with the Thaddaeus Ropac gallery and marks a striking dialogue
between centuries-old architecture and cutting-edge contemporary sculpture. Celebrated British artist and Turner Prize laureate Tony Cragg brings his innovative works into direct
conversation with the historic interiors, forging new ways to engage with material, space, and tradition.

Tony Gragg sculpture in conversation with history

Renowned for his exploration of structure and form, Cragg developed an entirely new body of work tailored to the Salzburg Residenz’s grand architecture. His sculptures, in some
cases, draw inspiration from specific decorative elements — such as the curled legs of Biedermeier furniture — revealing a sensitivity to the aesthetic codes of the past while radically
reinterpreting them.

The exhibition features an impressive range of Tony Cragg’s sculpture, from intricate glass forms that glimmer like captured motion, to monumental stone compositions that seem to
pulse with organic energy. A standout example is a series of fluid forms carved from Iranian stone, which the artist first encountered during exhibitions in Tehran and Isfahan — each
piece exemplifying Cragg’s ongoing dialogue between material history and future potential.

Acontemporary sculpture exhibition with expansive vision

As part of the wider contemporary sculpture exhibition, three additional large-scale works — Mixed Feelings, Runner, and Points of View — are installed outdoors at Salzburg'’s
Krauthtigel. This secondary location, nestled in a tranquil corner of the city, offers a natural stage for Cragg’s monumental pieces, reinforcing the show’s theme of transformation
through space.

Cragg views sculpture not simply as static form but as a direct intervention into perception: “Any change in material form,” he states, “immediately alters how we think and feel — and
therefore how we act. In this way, all art deals ultimately with the human condition.”
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Where to buy...

The Week reviews an
exhibition in a private gallery

Tony Cragg
at Lisson Gallery

Tony Cragg is one of Britain’s most
important living sculptors, but it’s
easy to see why his art can set the
cognoscenti’s eyes rolling. His
sculptures — monolithic stainless-

steel things that blend the dynamism
of the Italian futurist Umberto
Boccioni with a certain organic
quality reminiscent of, say, Barbara
Hepworth — have long been a favourite
for corporate art buyers, adorning the
lobbies of many a multinational
business HQ. If a reminder of his
brilliance is needed, though, this show
does the job well. It is composed of

a half-dozen pieces about the height
of the average man, with which Cragg
(b.1949) makes heavy metal look

like dashed-off pencil strokes; a

THE WEEK 29 November 2025

Stand (2025), 170¢m x 160cm x 70cm

towering green column placed outside;
and some (literally) reflective efforts
that have the air of a partially melted
cutlery drawer. Everything here is
beautifully finished, in some instances
almost velveteen; you want to reach
out and touch. It’s entirely abstract
but you can’t help but make sensorial
associations. Prices on request.

27 Bell Street, London NW1 (020-7724
2739). Until 31 January
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It's your last chance to see these
seven amazing UK art exhibitions

All of these brilliant shows are closing soon

Autumn is the best time of year for art exhibitions in the UK, but before the
country’s major institutions and galleries put on their big end of year shows
you've still got the time to catch their summer extravaganzas. This is your
last opportunity to see everything from clever, funny installation art to big,
imposing sculptures at country houses, powerful Black painting to

immersive conceptualism.

Tony Cragg at Castle Howard, North Yorkshire, until Sep 22

Cragg by name, and judging by his sculptures, craggy by nature. Tony Cragg
has been one of the leading figures in British sculpture for over 50 years,
and his clever, flowing, undulating and craggy massive sculptures have

been placed in the grounds of the beautiful Castle Howard.



The Guardian
2 May 2024

Sculptor says he wants visitors to form their own
relationships with art, without ‘anyone else interfering’






Nicholas Howard, whose family has owned Castle Howard since it was built
in 1699, said Cragg was the perfect person to begin “a new era of
contemporary art” at the estate. “Having now lived with the works for a few
weeks, it really feels as if they belong here,” he said.

“With his amazing eye Tony has placed the pieces so they don’t feel like
interventions, but more something that has grown up organically.”

Cragg has strong views on the commodification of art, with audio guides
being one terrible aspect of that. “My voice isn’t alone on this,” he said. “You
hear it among artists and even among visitors - they don’t want it any more.
It puts people off.

“But I do think it’s just a phase and we’ll get through it and we’ll grow up.”

Tony Cragg at Castle Howard opens on 3 May and runs until 22 September.
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Tony Cragg brings a thrilling disorder to the
Palladian symmetry of Houghton Hall

ok kKT 4/5

The Turner Prize-winning artist's quasi-abstract sculptures surround Lord
Cholmondeley’s family seat, subverting its grandeur cleverly

Ev Alastair Smart
7 May 2021 - 6:00pm

n recent years, Lord Cholmondeley has attempted to turn his family seat -
I Houghton Hall in Norfolk - into a destination for lovers of modern and
contemporary art. He has held solo shows by the likes of Damien Hirst (in 2018),
Henry Moore (in 2019) and Anish Kapoor (in a Covid-curtailed 2020). This year, it’s the

turn of the eminent British sculptor, Tony Cragg.

As ever, works have been placed both inside the house and about the grounds. In
truth, Houghton itself - the stunning Palladian mansion built for Sir Robert Walpole
in 1722 - is always the star. No artist can compete with it; all he or she can do is
complement, enhance or subvert the surroundings. How does Cragg fare? Overall,

pretty well.



Now 72, he’s a master at using the traditional material of bronze in fresh ways. Located
on the grass just behind the house is Ferryman (2001), its surface punctured with
holes revealing a void within. The sculpture resembles a wild beast on its hind legs,
howling - its sound would surely disturb the Lord’s herd of English Longhorn cows

grazing not far off.

Even from this one sculpture, it becomes clear that, of the three options cited ahove,
Cragg’s plan is to subvert the surroundings. Standing nearby, Mean Average (2018) is a
giddy interweaving of top-heavy columns. As so often with Cragg, it almost seems to
defy gravity. The difference is marked between these columns and the Classically-

inspired examples on the house’s rear facade.

Here, in fact, lies the key to the whole exhibition’s success. Where Palladian
architecture is all about balance, harmony and symmetry, Cragg has made a career out

of quasi-abstract sculptures with irregular forms.

He has curated this show himself, remotely, liaising with Lord Cholmondeley via
Zoom from his home in Germany. It features 12 sculptures outdoors and 18 indoors -
including two new works made specifically for Houghton. (One of these, tucked away
behind a hedge and as yet untitled, owes a debt to Jean Arp and resembles a pair of

lovers in a clinch).

The most eye-catching work is Runner (2015). Painted green, it stands several metres
tall and boasts a zigzagging form that suggests someone moving at speed. Its
positioning is crucial: some way down the long, perfectly straight, grass avenue which

stretches two miles from the rear of the house to the horizon.



Most sculptors would have wanted to place a work in the centre of that avenue, so as
to guarantee a pleasing view. Cragg, however, has deliberately placed Runner off
centre. He's that sort of artist.

It must be said that the works indoors don't work particularly well, bunched into just
two downstairs rooms (the Stone Hall and the Saloon) almost as an afterthought.

Perhaps I'm also slightly more enthusiastic than I might have been in any other year.
But, after lockdown, the chance to see art again - and to be in the beautiful outdoors

again - is thrilling. You won't be disappointed.

May 19 to Sept 26. Tickets must be pre-booked online; houghtonhall.com
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The world-famous sculptor Tony
Cragg created choir windows for a
village church in the district of
Anhalt-Bitterfeld (Saxony-Anhalt)

They were inaugurated on Saturday in
GroBbadegast, a district of the city of
Southern Anhalt. The British artist, who
lives in Wuppertal, was absent due to
illness. Saxony-Anhalt's Prime Minister
Reiner Haseloff (CDU), on the other hand,
took part in the ceremony.
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As the highlight of its 4o0th anniversary year, YSP has mounted what it calls a
“thoughtful survey” of Cragg’s oeuvre. With displays in both the indoor
galleries and the gardens surrounding them, the show focuses mainly on work
made since 1990 — and much thought has indeed been devoted to the siting of
the outdoor work. The ragged, toothlike, bronze “Caldera” (2008) stands
sentinel at the gate, inviting the visitor to peer through its “roots” to the
landscape beyond.

i

But the real stroke of genius is the placing of the three pale bronze pillars
“Points of View” (2013) on the sloping lawn above the Underground Galleries.
These twirling, swirling, tottering columns don’t look like they should stand up
at all: on this terrain it’s a miracle.
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Imagine a little boy poring over his fossil collection: examining and fiddling and
sorting and dreaming; grouping together similar pieces; lingering lovingly over
favourites; pondering the slow science of geological creation and responding to
the prehistoric as excitedly as if it were present again. This might be a good way
to start tackling the work of Tony Cragg. I only suggest it because I am assuming
that quite a lot of the visitors to his new Yorkshire Sculpture Park exhibition, A
Rare Category of Objects, will find themselves casting about for some sort of way

mn.

Cragg’s glory days came in the Eighties when sculptural fashion, having
progressed from the direct carvings of Henry Moore, through the weldings of
Anthony Caro and the pastoral wanderings of Richard Long, moved on to the
urban scavengings of this artist, born in Liverpool in 1949. For the next few years
he cropped up on every curator’s hotlist. By the end of the decade he had taken
the Turner prize, had a major show at the Hayward Gallery and represented our
country at the Venice Biennale. And then he was swept away by the whirlwind of
Brit Art into what feels (deservedly) like an increasingly outmoded realm of

ageing white men who like big lumps of bronze.



So how are we supposed to respond when we pitch up at YSP and discover a
huge, view-blocking mass — Cragg’s Sm-high 2008 Caldera— presiding over the
landscape like the vertebral bone of some massive metal dinosaur? If you, like
me, find such lumps of bronze as impenetrable as they are unappealing, you
should be grateful for the fossil idea. Cragg has been fascinated by fossils since
he was a child (a few pieces from hisboyhood collection are even included in
this show) and the ideas that we tend to conjure up as we peruse such
prehistoric legacies resonate with the ideas that Cragg expresses and explores in

his work.

Elliptical Column, 2012
TONY CRAGG/JONTY WILDE

Science and natural history are Cragg’s twin fascinations. The structures of his
thought have a geological feel. He lays down idea uponidea in a gradually
thickening sediment. He traces the slow processes of accretion and
transformation and evolution. He is interested in the way that man-made
objects can become what he has described as “fossilised keys to a past time
which is our present”. He is fascinated by the processes of sorting and
categorising. This might all sound a bit theoretical, but you need to bear it in
mind as you visit the exhibition so that what otherwise feels alienating begins to
explain itself.

A Rare Category of Objects (the title comes from Cragg’s definition of sculpture)
counts, apparently, as the most extensive exhibition of Cragg’s work in this
country. Yet although it touches on all phases of his career it doesn’t include such
celebrated landmarks as his 1981 mosaic Britain Seen from the North —a map
made from smashed-up bits of discarded plastic. The main focus of this show is
emphatically on recent and sometimes completely new works (one sculpture

was completed just days before the opening).



The main point is to allow us to see where Cragg, a sculptor who typically
creates work in series or “families”, has got to in the process of his incrementally
developing ideas. What have those famous stacks that he made in the early

Eighties stacked up to?

€6 Unless you are a fan, | wouldn’t

start in the gardens where his

Cragg was swept away by the
whirlwind of Brit Art

slewed and toppling towers —
they look like a pot spun out of
control on a giant wheel,
wobbling on the verge of collapse — dominate. [ would start in the underground
gallery where he creates sculptures on a more human scale. There you can begin
to understand how his thoughts have cevolved. Cragg, for instance, began his
Early Forms series in the 1980s. These pieces were based on the shapes of
vessels, on the test tubes and conical flasks that he had encountered as a 17-year-
old lab technician (he worked for the British Rubber Producers Rescarch
Association before going on to art college). We find that in his newer works these
forms have grown increasingly more complex and befuddling, twisting and
turning and rotating. Similarly his Rational Beings series — a family of sculptures
first inspired by the idea of a facial profile — have become more elaborate,
turning into a complicated visual analysis of relationships between external

appearances and a secret interior world.

Manipulation. 2010

TONY CRAGGHONTY WILDE

The displays in these galleries put you in what feels like direct touch with the
processes of making. You can almost see the flow of the pouring and folding; the
glooping and looping. You can get up close and scrutinise the minute shifts of
cach slight transformation. Preparatory sketches hung alongside are energetic,
informative and fresh. The range of materials is striking. You will find cobalt
blues, crimson reds, mustard yellows. You will find wood, glass, marble,
fibreglass, bronze and even, in one piece, a surface of dice. Cragg is an

adventurer fascinated by the possibilities of material.



It is only by following Cragg on his experimental path that you will find yourself
entering his mind, understanding how what began as a classical sculpture of a
face ended up as something that looks like an abstracted totem pole. The
excavation of the idea is interesting. It’s just a pity that the end product when
scaled up and cast into bronze looks so ugly that this viewer, at least, can’t quite
manage to get past it. But that isn’t a reason not to have a try for yourself. If any
exhibition is going to convince you of Cragg’s merits, it’s probably this one. So it’s
worth pitching up.

Tony Cragg: A Rare Category of Objectsis at Yorkshire Sculpture Park, Wakefield
(01924 832631), March 4 to September 3
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If Cragg’s forms appear neither quite animal, vegetable nor mineral,
but a bit of all three, that feels appropriate, as a preoccupation with
categorisation - or “taxonomy” as it is slightly pretentiously put -
provides the theme of this exhibition.

Cragg, 67, sprang to fame in the early Eighties as part of the New British
Sculpture movement alongside Richard Deacon, Anish Kapoor and
Antony Gormley, and has become one of Britain's best-known

sculptors, by literally sorting things out. Rather than evolving new
forms from scratch, Cragg organised rubbish from his studio into
monolithic stacks, or gathered plastic detritus into colour-coded
assemblages that gave him some of his early hits. The irreverent wit of
his Britain Seen from the North, for example, composed entirely of
junk objects, has made it an enduringly popular work, with its life-size
viewer looking at the Scottish end of a vast, wall-filling British map
lying on its side.

While the exhibition doesn’t pretend to be a retrospective in the sense
of fully representing Cragg’s career, there are works from all periods
which have been arranged principally for visual impact in the
beautifully designed underground galleries and dotted through the
grounds.

The earliest pieces have a child-like faux naivety: New Figuration from
1985 shows a figure spiralling into space in shards of dustbin lids and
brightly coloured plastic spades, while Minster, 1990, a collection of
spires formed from stacked industrial components, has an unlikely
fairy-tale quality.






Yet it's far from self-evident how this early enthusiasm for ordering
found materials has fed into the more carefully constructed, but

inscrutable forms of his more recent work.

Drawings of simplified human profiles from the Nineties, however, give
a clue to his future direction. These rather anonymous brows, noses
and chins are put into a kind of whirling sculptural rotation in his
Rational Beings series. In Cast Glances from 2002, a blurred head in
black bronze is clearly discernible with a tornado-like cloud emanating
from the top. And if the idea of blurring - an optical effect - feels odd in
relation to sculpture, which is all about tangible physical objects, then
defving and confounding such categories is what Cragg’s sculpture is
all about.

These attenuated and endlessly morphing heads and body-parts
become a sort of all-purpose texture, a quasi-geological strata that has
lost any clear connection to its original human form, but is explored in
almost endlessly diverse permutations and materials.



In Points of View, 2013, three teetering gold-tinged bronze columns of
strata perform a kind of wavering dance up on the green sward above
the gallery; the layered plywood of Runner, 2015, a brilliant red
structure completely filling the tall Underground Gallery corridor,
harks back to his early enthusiasm for stacking, while Instant, 2011,
with its mass of serrated profiles in deep red polished marble is -
completely counter to what vou'd expect - actually a portrait.

While Cragg’s work always strongly reminds me of early 20th century
Italian Futurism, which sought to capture motion through minutely
assembled multiple viewpoints, he is interested less in portraying
movement per se than in embodying the sub-atomic energy and
dynamism that is present in all things.

In Cragg’s hands materials take on an exuberant life of their own.
Lengths of what looks like industrial piping, split at the side to reveal
interior and exterior, get themselves into writhing, almost copulatory
permutations. One, spreading into a rippling yellow fan-shape at the
end of one of the garden walkways, feels like an industrial equivalent to
the scallop-shell in Botticelli’s erotic masterpiece, The Birth Of Venus.
Secretions, an arrangement of enormous bulbous forms, like internal
human organs, is covered in an oddly glittering surface that proves on
closer inspection to be thousands of plastic dice - a play on the much-
vaunted role of chance in modern art.

This is a beautifully organised exhibition that sets Cragg’s work off to
strong effect. It might appear to make too much of Cragg’s interest in
the quasi-scientific analysis and categorisation of materials and
processes - from his early days as a lab technician in Welwyn Garden
City to his professorship at Dusseldorf’s prestigious Kunstakadmie,
where he taught for 36 years. Yet I suppose Cragg’s desire to push
materials far beyond the limits of what they would naturally do is about
understanding how things work. Far more though, you're left with a
sense of the universal human urge to create extraordinary stuff, to
bring into being forms and structures that have never been conceived

before.



In that sense, this show couldn’t be more appropriate as the
centrepiece of a programme celebrating forty years of Yorkshire
Sculpture Park: the vision of Peter Murray, then a lecturer at Leeds
University, the Park had modest beginnings but has gone on to be
globally influential in the way sculpture is exhibited and understood, as
well as becoming a hugely successful visitor attraction - with 600,000
visitors last year. You couldn’t hope to find a more appropriate
embodiment of YSP’s innovative exploratory spirit than the visionary

work of Tony Cragg.

Tony Cragg: A Rare Category of Objects is at Yorkshire Sculpture
Park from March 4 to September 3.
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A TED AT ATTED

AN INTERVIEW WITH TONY CRAGG

Tony Cragg’s new works appear as
these attractive alien interventions
that are as well suited to the set of

a science fiction film, as they are
“sculptures as stage” as he described
them. Brightly coloured contortions
of wood, metal and glass that

have been perfectly manipulated

by man and machine represent

for Cragg a kind of beauty that is
closer to nature and as far removed
from man’s modernist ideals as

his practice allows. Reacting

to the atmosphere every single

twist and turn of the organic and
artificial elements of his works are
regarded by the celebrated British
sculptor as a moral mutiny against
the hardened line and fixed edge
that defines everything else. As

his new sculptures challenge our
understanding of the physical
constitution of an object, with

its inner workings concealed

by its encasing. Focusing on

the foundation of a form Cragg
invites us to scrutinise over the
anatomy of our living and working
environment, as we are surrounded
by technological apparatus that are
operative whilst being unobtrusive.
By which the slick simplicity of
everything new has rendered an
object’s complexity invisible. Yet

as much as Cragg’s contemporary
works appear as aesthetically
appealing as objects of new
technology, his is a concern for

the ‘sub stance’ of something as he
explains it, in order we see within
materials the anatomical structure
of a more impressive world. Further
demonstrating, by virtue of his belief
systems, of his wish to examine

the natural energy of an object’s
existence, as much as he is interested
in the physical form itself. Deciding
that, “Anything that resists gravity
requires energy. So trees and people
grow up, and with our own body
we fight for the entire length of our
lives, and the day we stop fighting
we just get absorbed by it. That is)45
why gravity is called gravity, because
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it pulls you into its grave. It takes
your energy, your living energy to
a zero state” Seeing “sculpture as a
vital extension of us, a vital science,
and a sign of vitality of our own
existence.”

Having organised and ordered
everything for much of his adult life,
as art stacked, shelved, packed and
placed, Cragg has since absorbed
new technology as a way of making
works that are impossible to
comprehend and accomplish by hand
alone; and it is either an irony or an
evolution that sees his sculptures
being applauded now for their visual
sophistication, when his approach in
the 1970’s and 1980’s was much more
elemental, by virtue of his selecting
and intentionally rearranging a

series of domestic ready-mades

into creative configurations. In the
interview determinedly speaking of
his replacing the rudimentary with
something more rigorous, “With my
work I am not interested in chaotic
gestures. I am no longer interested
in throwing colour at the wall or
braking plates, I have gone a long
way from that.I don’t really want to
do those things even though I know
they produce nice effects. I want to
keep my hands on the reins of the
formal structure inside the work,
and by doing that I can influence
the outside appearance and my
relationship to it. I am not really that
happy when things change without
my controlling them.”

Side-by-side the early forms with

his modern manipulations, Cragg
concentrates on what is current,
replacing the stack of broken bricks
and cracked and cut furniture

for the whipped up energy of his
contemporary bronze and wood
works; as he sees sculpture as

an opportunity to understand
perfection from the inside out. Most
striking of all of his new works are
the tarnished coloured aluminum
sculptures Industrial Nature 2015
and Parts of the World 2015, that
might well appear as reconstituted
car body parts. Which for Cragg lead
us into a parallel sphere of structures
within sculptures; which he explains
as seeking “a clear rational basis for
an internal structure to the thing

T am making” Propositioning “we
couldn’t even cope with ultimate
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Tony Cragg

Industrial Nature 2015

220 x 366 x 190 cm, Painted Aluminium
Photography: Michael Richter

© Tony Cragg; Courtesy Lisson Gallery

Tony Cragg

Manipulations I & 11 2015

110 x 115 x 120 cm, 142 x 120 x 130 cm
Bronze

Photography: Michael Richter

© Tony Cragg; Courtesy Lisson Gallery
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reality, we have no idea what
ultimate reality looks like. It may not
look like anything.” As though our
relationship with the real lies in our
grasp of the incomprehensible.

Interview

ArtéDeal: What I was keen to do
by way of introduction was to talk
about the work here, and then if

it requires we can go back to my
original questions; in order for me
to understand from your perspective
the sculptures you have between the
two galleries for your new Lisson
exhibition.

Tony Cragg: It is quite big for a
gallery exhibition, but obviously
gallery exhibitions are of new work.
So it represents the work that T am
concerned with right now. I think
there are over twenty-five works
here in a dozen different spaces
when you add them all up. And
there is one large space here that is
not as easy to work with, which is at

JANUARY | 2017 | ART&DEAL

a little bit of a right angle to the rest
of the building. I put four sculptures
in there, which are all my latest
works. The first one is Sail 2016,
and maybe even the title suggests
something. A sail is a very rational
thing because it is full of parabolas
and forms that are obviously to do
with wind pressure. That work itself
consists of thirty-four elliptical
columns, vertical, and they are all
inside oneanother. The intention
was to make something that looks on
the surface quite organic but is also
totally rational, because at any cross
section you are able to see a series
of ellipsis that run through it. So I
think that is a good starting point
for the exhibition because it is one of
the fundamental aspects that I have
concentrated on. I want an internal
structure to the thing I am making,
which I build up in certain ways.

A&D: So there is a kind of
architecture to how you construct
your works, is that how you would
describe it?

47
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TC: Absolutely you could say

that, but I see it as an ‘internal
structure’ that is within everything.
Like within our own bodies. We
are not chaotic we don’t have

ears everywhere; we are carefully
constructed. Even the most
complicated things and material
are well constructed. It is not just

chance. It is not wildness and chaos.

So it is part of our own existence, it
is about our being human.

We are stuck with this thing for
thousands of philosophical years,
because we have the potential to
be logical, systematic and rational
about things. But on the other
hand we also add a great deal of
emotional input into our lives. We
pride ourselves for our intellectual

abilities. Evolutionarily that is what
has given us an advantage on this
planet. But ninety-five to ninety-
nine percent of our decisions are
emotional. We are able to decide
how we look, of how we dress, what
you eat, how you spend the rest of
our lives without emotion. So even
in a carefully constructed work like
Sail it has an internal structure to
the extent that I feel takes on an
emotional quality. And that is the
characteristic of a lot of a work I
make. Sometimes the structures are
very different, which means that
every surface and every point on
the surface is not there by chance. It
is there exactly because it has to be
there. It can be a few centimeters in,
it can be a few centimeters out, but it
is exactly where it should be. We can

be in or out, but it has consequences
for the entire form, and that is
similar to the other works in that
room.

Spring 2015, which is big work with
the working title Inca, is a slightly
more complicated work. With a
lot of the work, I make it in wood
initially. T use plywood, layering

it up because it leaves me with an
enormous amount of freedom to
change the form. I can build it up,
and if I don’t like it take it down,
change bits, cut it out again, and
keep changing it until I have the
sculpture I want to make entirely
upon my own subjective needs

or desires. And Spring is slightly
different because the first one that
was made had layers stacked up,
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Tony Cragg

Hedge I & 11 2016

103 x 100 x 60 cm, 126 x 110 x 86 cm, Steel
Photography: Michael Richter

© Tony Cragg; Courtesy Lisson Gallery

Tony Cragg (Left)

Migrant 2015

220 x 150 x 147 cm, Bronze
Photography: Michael Richter

© Tony Cragg; Courtesy Lisson Gallery

Tony Cragg (Right)
Ginko, 2015, Wood

280 x 245 x 74 cm

Photography: Michael Richter

© Tony Cragg; Courtesy Lisson Gallery
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in a similar vein to an older work
Stackfrom 1976. Which is a bad
habit I have had for over forty-

five years, of stacking things up

as ecological structures. But the
problem with stacking a work like
Spring is that there are passages
that were much too thin, and that
wouldn’t easily adhere to each
other. So in the studio I scanned
the sculpture in to be able to create
cross sections, which become bigger
throughout the work; and that way
1 created a greater optimal strength.
And for that reason that sculpture is
a lot about the way material works.

A&D: There is a real science to what
you are doing.

TC: No I wouldn’t say that, all of the
material if you leave it to itself...
look at the moon it just becomes
dusty flat, while on our planet there
is a lot of stuff going on. With living
things anything that resists gravity
requires energy. So trees and people
grow up, and with our own body

we fight for the entire length of our
lives, and the day we stop fighting

JANUARY 2017 | ART&DEAL

we just get absorbed by it. That is
why gravity is called gravity, because
it pulls you into its grave. It takes
your energy, your living energy to

a zero state. That is what that is all
about, sculpture is a vital extension
of us, a vital science, a sign of
vitality of our own existence.

So it has to be well made, if you
don’t make it well it will have to
be dismantled and on the dump.
Another work in that room is
Migrant 2015, which is the latest
version of a work that I first made
in 1984. Whereby I took a known
thing, a vessel and moved it through
space to create another form. So
the idea being I have never been
interested in copying a natural
model. I never made the figure it
just doesn’t interest me. It is there
already so I could only ever make
an inferior model of it. It was the
sadness of art from the nineteen
century, and there is something
terribly melancholic about it,
because they were doing their
absolute best to make a sculpture
that resembled a person; and it
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didn’t. It is more like a hologram.

If they could have had a hologram
they would have had a hologram,
then they would have had a copy of
what they wanted; nature is more
complicated. And also at the same
time what that did was to show their
obsession with copying anatomy,
which lead them (artists from the
nineteenth century) to copying and
using specific materials to do that.
And those materials were the best
materials to copy things in. They
didn’t take on any risky materials. So
that then became an idea in peoples’
minds that still exists, of a skill
attached to making sculpture. Now
we realise, most of us, that sculpture
is not about copying nature, in its
essence it is about how material

and material form affects us. And
that is an enormous affect because
everything we have in our head has
come from the material world.

‘We have seen, heard, felt, smelt or
tasted the material world. All of

the terms we have in our minds,

in our brains, all of the synaptic
firings, the patterns we have in our
brains, come from our experiences
of looking at the outside world. With
language every word is grounded in
the material world, so human beings
make disastrously boring things out
of material. Like flat, white, straight

of our whole adventure with
Modernism?

TC: Well it is just the human era. It
is what humans do.

A&D: Control, design, determine.

TC: Well not even that. It was only
when the planet became populated
by plants that produced oxygen.
There was no oxygen on the planet
originally so oxygen was a waste
product of plants, and gave us and
animals and bacteria possibilities

to come in. So we'll just keep going
until we have done our thing. It’s not
quite true, there are other aspects to
the human period.

Anthropocene is a different period
of the planet, so we were very
adaptable. And we have a different
consciousness about it, so maybe we
can come up with a different result.
Maybe we won't have to die like the
trilobites. I love the trilobites, they
were everywhere on the planet. They
were the most successful species.
And you get fossils and trilobites in
all possible positions. It’s like the
Karma Sutra trilobites. And they
were huge, and some of them were
incredibly big.

A&D: Going back to one of your
original points, you talk very
1

edged, boring surfaces. R 1

circular, cylindrical, silly geometries,
stupid geometries. Boring, with

no colours. So we have to react to
an enormous impoverishment of
form on this planet. We cut down

a forest and make a car park. It is
always a disaster, it doesn’t matter
what we do. We are incapable
because we cannot make anything
as complicated as nature; nature

has had a long time to evolve. It

has obviously had billions of years
to make things, so of course it is
very complicated. But in the hands
of human beings we will turn this
planet into a desert. It will become a
desert.

A&D: Is that as a

ly of the ional’
component of our automated lives.
If the emotional supersedes a design
for life, how do you encompass that
in your work? How do you make the
emotional physical?

TC: You do, inevitably. There are no
materials; there is nothing you can
look at to allow you to understand
an emotional experience. I think that
was something that I maybe... you
don’t have to know you are having
an emotional experience. That is the
other thing, you are not conscious of
it, it is entirely effecting.

A&D: But also what is interesting
is of your endeavor to capture
hi h

g ep I, entirely

abstract and make it more
permanent. There is an incredible
sense when I walk through the
show of objects and arrangements
that are not ‘regular’ That are
determined as much by detail as
they are by abstractions, ‘emotions’
and ‘sensations’. Are you constantly
moving between what is physical
or real and our metal state, or our
response to what is in front of us?

TC: You have just used two
fundamental terms there. When I
was a student we would have terrible
dogmatic rows about the figurative
and the abstract. Everything you
see is at the same time figurative
and abstract, which is dependent
on the way you want to look at it.

If you say this is your figure, and
you qualify that by saying that you
are five feet ten tall, that is already
abstract. Five-ten is already an
abstraction, and we can’t get away
from that. It is completely crazy. It
is just a stupid convention of art.
But to get back to your point, there
are always dichotomies and dualities
to our own nature. As I said, the
emotional, logical and rational,
subjective and spiritual, corporal,
bodily, whatever; is in everybody,
in all of us. I don’t know but I have
a fluxing mind, I assume it is like
that for most people, confirmed

by my wife. Whereby I can never
make decisions. I know I can make
decisions, I am actually quite quick
at making decisions, but it requires
a going backwards and forwards;

of going through the possibilities
before something is decided. So

I am always asking ‘Do we think
this? Do we think that? Do we really
think this}, so there is never a rock
hard position. We really are like
(Arnold) Isenberg’s Quondom; we
can never actually decide where we
are at any given moment. Because we
generalise, ‘I think that, or I think
that’, but for the most part of our
lives we know certain things, a little
bit; but beyond the horizon of what
we know, we have to believe. And
actually most of our lives, most of
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our existence is based on what we
believe.

Because we are in a time when awful
people are fighting and going to war,
dividing themselves up for what they
believe. I am amazed that two people
could possibly believe the same
thing, because in that area of belief
there are no proofs. So you could
just believe anything. The whole idea
of being on the back of a tortoise;
the universe as the tortoise, why not?
If that’s what they want to believe,

it doesn’t make any difference. It
doesn’t have to be true does it to be
believed? So what we are actually
doing is making things, making

art; I mean art is about being. Who
makes the images that you believe

in? How do you start to imagine you
have a belief system? You believe the
chair is not going to collapse? So we
are constantly in a state of belief on
millions of different levels at any
given moment. But in order to do
that we have to have some basis for
it, and somehow we conjure that

up. How do you prove your beliefs?
How do you revise your beliefs? How
do you deepen and intensify them?
Make them more relevant, whatever?
Who provides images for that? So
that is something religion has always
done, and why other religions forbid
it, because they don’t want that you
start making images that fool around
with your beliefs. And in a funny
way this is not about sculpture it is
more about the ideal. Because it does

not belong in the natural world and
it is not part of the industrial world
either. It is not a practical necessity
like everything else that is being

made around us disastrously. It is in

a little category of its own if you like.

A&D: There is something wonderful
contradictory in the notion of your
making works of such permanence,
when everything is in a constant
state of flux.

TC: Well every sculpture is just a
stage.

A&D: Do you see them as ‘permanent
stations’ as you have said?

TC: They are stations that look
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Photography: Michael Richter
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back at history; there were very few
pictures. All this painting going on,
it will all rot thank God. So in the
end if you go back all the artworks
we know are bits of stone and bone.
Stuff that could actually make a
form, and most of those forms are
about their spiritual relationship to
something, be it fertility, sexuality,
nutrition, to survival strategies, and
all those kinds of things. They have
acted as the fundamentals of art, the
practical things we use as common
denominators to make things. That’s
why they are so awful, so boring and
incredibly repetitive, and sculpture is
the total opposite of that. There are no
lowest common denominators about
things there. Things are complicated,
and they do remain for better or
worse. You walk past Hyde Park

and shudder at the awful sculpture
they have there. If ever there was an
argument for the ephemeral it’s those
sculptures. God it makes me so angry.
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A&D: Are your sculptures a reaction
to everything ‘out there’ that you
don’t approve of?

TC: Probably, when I started
making work in the late 1960’s and
into the 1970’s, there were a lot of
things going on; people living in
skyscrapers dropping bombs on
people living in bamboo houses, and
lots of awful things everywhere. And
when I grew up my father designed
some of the electrical parts for
aircrafts in lots of different places,
so I went to several schools and

we kept moving. Living in totally
strange places, on council estates
that were not built properly, there
was no road, no pavement, just mud.
So you start to accumulate a sense
of dissatisfaction, not bitterness

but you realise that everything is
transient, impermanent. Can you
imagine this place; it was only a
couple of hundred years ago that this
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place (where we are now) was a field,
a meadow with a nice little river
running through it.

A&D: I immediately think of
Wuppertal, Germany, and of your
studio there; is that an attempt to
detach yourself from this kind of
gentrification?

TC: No I don’t think it is any better
than here; the same thing, still the
same culture. There is not much
difference between Germany and
Britain, Everyone in Britain thinks
Germans behave in a strange way.
Wuppertal is nearer to London than
Newcastle is. Calais is nearer to
there than Bristol.

A&D: You have created a Sculpture
Park in Wuppertal, which triggers

a question about your work being
in-situ, off-site, while at the same
time in the gallery space, and of
how you determine that? Of how
you decide upon a work’s location in
relationship to the weight of space
around it?

TC: Well that determines itself.
Sculpture in the nineteenth century
was just about the figure, and of
using certain materials to replicate
it, and since then there has been

an enormous evolution in the last
one hundred and twenty years of
people realising that sculpture is
about the way that all material
affects us; so it has become a study
of the material world. And that is
why it is so relevant. That’s why it is
so important because science tells
you how things work, but it is only

art that gives material meaning.
And it also provides the vision for
science in some ways. Artists and
poets walked on the moon before a
scientist got there. There is always
something, but when it comes to
going outside there are not that
many materials that you can put
outside, and I am convinced that the
oldest materials are the best.

Because that’s why they have
naturally existed for so long. Bronze,
which is many of thousands of
years old, is the best material to

put outside, more or less. Iron rusts
away, steel rusts and is problematic,
stone you can use but not a great
deal; and that’s it. Plastics rot away
in the sunlight. So it is kind of
limited, and the thing about outside
is that there is a different kind of
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convention, because it becomes
more much about the form than

the material. And when you get out
there what you are confronted with
is the form of nature. We are not
confronted with nature in this room,
but when you step outside you are
confronted with either an urban
setting or something more rural.

What interests me much more is

the natural confrontation, maybe
not even confrontation, of being
together with the natural being.
And you notice that nature has had
billions of years to make stuff, and it
is very very good at it.

A&D: Are the works in dialogue
with the outside world?

TC: Absolutely it is a dialogue with
nature, so as I said you can make
things. Most of my work I make in
wood to start with, producing and
applying layered wood because it is
easier for me to do so. You have got
to be able to make and model stuff.
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And then it either gets made bigger
or is cast in other materials, and
that is the only way. You cannot put
wood out there. Every now and then
somebody tries to their peril. Two
years and the work is rotting already.

A&D: Natural decay and the effect
of entropic energy upon materials,

do you have a desire to engage with
that?

TC: Again with my work I am not
interested in chaotic gestures. I am
no longer interested in throwing
colour at the wall or braking plates,
I have gone a long way from that. I
don’t really want to do those things
even though I know they produce
nice effects. I want to keep my hands
on the reins of the formal structure
inside the work, and by doing that I
can influence the outside appearance
and my relationship to it; and that

is how I work. I am not really that
happy when things change without
my controlling them. It is not a nice
way to put it but when things are in
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the studio they are about as good as
they are going to get. Because the
minute they start to move to the
door they are in a state of decay.

A&D: Do you seek a state of
perfection with your work before
you relinquish control of them?

TC: Well perfection that is a very
good question, because of course
that is the point we are at now in
our culture. Nobody believes in
perfection do they? They want it

to be cruddy. Everyone is afraid of
perfection and solemnity now. It

is the last thing that anybody can
cope with. (English sculptor) Henry
Moore would be unthinkable today,
and as a young artist I really didn’t
appreciate his works. He was an
older artist. But when you look at his
work now, his main idea was that he

wanted to make the ‘best sculpture’.
‘What an amazing/crazy idea, he
wanted to make the best sculpture.
Which is a very non-contemporary
idea, ‘T am going to make the best
sculpture, the best painting’ But it
was his thing to do that, which is
totally impossible today. It has to be
‘grungy’ or ‘bleakly physiological’
when it isn’t that.

A&D: Going back to your show
here, can you explain a little more
about works like Industrial Nature
and Parts of the World, and of their
aesthetic disorder?

TC: I made Hybrid2015 in the back
room here and have already talked
about the work Migrant. Those
works have been through all sorts
of phases. Some that are straight
forward, others more complicated,

with a lot of internal movements,
baroque. Reducing everything

into simple spaces, simple outer
forms, cylinders, blocks, resulted

in an enormous amount of internal
activity, which I wanted to reveal.
So I made sculptures inside of
sculptures. Stupidly you could not
see the inner ones, which took a long
time to make. That led to sculptures
with holes running through them

so you could see more of the inside;
leading to a breakthrough. Which
altered the relationship of the
vessels on the ground with space.
The sculptures didn’t have a natural
relationship with the ground they
were lying or standing on, they were
in the air and I produced totally
different coloured versions of that.
They became two hyper complicated
works using technical means.
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Ginko 2015, Wood, Migrant 2015, Bronze,
Lost in Thought 2015, Wood
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Stack 1976

200 x 200 x 200 cm, Mixed Media

© Tony Cragg; Courtesy Lisson Gallery

A&D: As a form Industrial Nature
appears as this alien shaped free
standing structure, made up of a
series of manipulated aluminum
plates. How does the works creative
damage relate to the kind of
perfection you referred to before?

TC: What happened with the

green work Parts of the World, the
more important of the two works
standing, is that I previously made a
work entitled Hardliner 2013, which
1 thought was a very good work,
and Hardliner was really about the
internal structure of a work. It was
without the nice curves and clean
finish, focusing entirely on the
structure of the sculpture. That is
very often what I am interested in,
of the ‘substance’ of the appearance
of things? What is the substance?
What is carrying the form and

the appearance of material? And I
followed those shapes and decided
to leave it open. So the green work
Parts of the World I thought was
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fantastic. It has a feeling of xylem,
of cells, organs, of cross-sections,
bio-botany and biology. And the red
work entitled Industrial Nature is
exactly the same, a different mock
with a similar rectangular block. It
is a little bit longer, with a square
section and longer. Slightly canted,
and all I did was literally extend
the shape. I literally drew onto
polystyrene those wings and nuts
and leaves, and built them on and
had them cast and welded onto the
block; that was it. That was how
the work was made. It took me a
long while to make. It has been

an incredibly long and expensive
journey to have those two works
made.

A&D: So a work like Industrial
Nature how many years is that in
the making?

TC: I would have liked to have that
ready at the beginning of this year,
but it has taken me about a year and
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a half to make, something like that.

A&D: And with a work like that,

is its completion a trigger for more
works of a similar nature? It can’t be
that you stop there.

TC: Yes everyone asks where your
ideas come from. Of course working
on ideas or whatever, there is no
direct relationship between good
ideas and good art, some people
have good ideas and make awful art.
So I am not so interested in ideas but
I mean the most influential thing for
me is the work I have just finished.
That is what is in my mind, and

for the last year or two I have had

a good period in the studio where

I have had lots of things that I feel
are moving on and that I am moving
through. Once I make progress I feel
like I have understood something
and will see how that develops. Did
you see the glass skulls (Glass 2016)
downstairs? I am in love with those.
They are the best things I have
made. When I see the show I am
quite happy. I am looking forward
to going back to the studio because
of those (the skulls), because of the
hedges. The Hedge, 2016 looks like a
thing from the outside. Like a blob,
but when you get inside a hedge it

is a world within itself, of nests and
insects. So that was the idea of the
hedges. So the ‘hedges’ ‘the skulls,
and ‘the industrial forms, all these
provide an incredible energy for me
to move on.

A& D: Going back to curating and
context, how do you see your works
in relation to one another; when
their isolation and independence
proves one of their strengths?
Moreover how do you ‘curate’

the works into the space? And by
bringing a whole body of works
together do they infringe upon each
other or are they able to influence
a better understanding of your
practice as a whole?

TC: Yes they do (infringe) but it’s
a rare coming together, they have
never been like this before and they

will never be seen like this again.
Because the exhibition I have done
is, with minor exceptions, exactly
the exhibition I sent to the gallery.
I did a sketch of it months and
months ago and it has not really
changed since then. But they group
up anyway. It is a competition in
itself with congruity and some
little contradictions; so tensions
are building. Like everything else I
am subjective, art is subjective, the
exhibitions I make are subjective.
There is no ultimate logic to
anything.

A&D: With your intention for
greater control over the creative
process, I wanted to understand
movement as you encapsulate it
within your work?

TC: Well it is very simple, there are
three trillion cells sitting in your
chair, everyone of them in a constant
state of movement; and in one cell
thousands of chemical exchanges

are going on in an instance. Things
can be very still while movement
and energy envelope them. The sun
is a ball of energy in the sky with a
billion atomic explosions. Anything
that assumes a form is carried by
complicated energy, it is never static.
It requires incredible energy to do
that. We send a message through
our body to our spine eight times a
second so that we don’t topple over.
So if the message doesn’t come, if
you have had too much to drink,

or you are tired, or you die; you

are on your way down and you give
into gravity. Gravity is taking your
energy away, and the ground is very
pleased, that’s it. As I have said that’s
what gravity is, that which takes you
into the grave. Taking you to zero
energy. All of these things are very
natural.

A&D: Which makes me think it is
about how we see things.

TC: It is. We make everything
happen in our heads, there is
nothing else. We couldn’t even cope
with ultimate reality; we have no

idea what ultimate reality looks
like. It may not look like anything.
Ultimate reality is something that
we are nowhere near. The image we
have of each other is something we
have just made up, that our brains
make up for us as all of the simple
things. If you understand psychology
of perception, you are aware of how
much the brain is doing to make
that image. From every surface we
are just getting the light reflected off
of it, and with that information you
can make something of it; that’s it.
But again that is not a constant that
changes with everything else. You
can change with your experience.
That’s why it is important to make
a material world and use nature,
because that is what makes our
heads. This is what makes our
thoughts and our emotions. It is

the stuff around you. You know
that material affects you, so why be
horrible about it, why make such
stupid decisions because of the
economy. Of course we are forced
into it because of survival strategies,
but we have to work against that.

It is not about aims of perfection
because that is something else. That
is way down the line, but to get
beyond the point we are at that’s for
sure what we should be doing.
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Sculptor
who looks
beneath

the surface

Tony Craqq tells Mark Hudson
—about the London 2012 show that
brought him back to Britain

‘ call bronze the archaic plastic,”
says Tony Cragg, looking at one
of the extraordinary objects
that have materialised, virtually
overnight, along Exhibition

Road. “When you melt bronze it’s

more liquid than water. So you can

cast very fine, complex forms from
it. People knew this 6,000 years ago.

Bronze has never lost its relevance.”

Blurs of irregular, knifelike forms
that appears at once rocklike and
insubstantial; towers of twisting
matter that suggest the aftermath of

a human presence rather than the

presences itself — Cragg’s sculptures

are the first works of art to be
exhibited in this newly
pedestrianised thoroughfare
through the Victorian museum land
of London’s South Kensington. Their
fugitive, near-ectoplasmic forms
challenge the four-square
grandiosity of the

surrounding Natural

History and Victoria &

Albert Museums, in

which more of Cragg’s

works are exhibited.
Yet for all their

apparent

amorphousness,

these forms are

nothing if not

solid: wrought

from stone, wood,

stainless steel, but

above all bronze.

While they have been

given unusual

patinas - gold,

green, and a deep

purplish brown - they

were cast using

methods that were

familiar to the

ancient Greeks.

It all seems rather surprising
from an artist who came to
prominence in the early Eighties
through his use of unlikely found

materials.

“Until the early 20th century,
sculpture was made from a very

limited range of materials,” he says.
“But it was one of the tenets of
Modernism that artists should go
out and find more and more diverse
materials to bring into art. When I
started exhibiting in the late
Seventies, I would turn up at a
gallery without work or materials.
Finding the materials and
assembling them in the gallery
became a kind of performance that
was part of the work.”

Signature works of the time
include Britain Viewed from the
North, a sideways map of Britain
assembled from multicoloured

plastic detritus, with a figure,
representing
Cragg,
regarding the
country
from the top — a
piece that was
interpreted as a
comment on the way
the North was suffering
under Thatcherism.
Axehead was a large



installation in the
shape of an axe,
comprised of an
apparently
random
assortment of
wooden objects.
Yet while this
way of working
brought Cragg early
renown, it palled for
him relatively
quickly. “I realised I couldn’t go on
endlessly finding new materials, and
I wanted to do more with the forms
themselves.” The result was a
gradual move towards more
traditional materials.

Cragg is now 63, a serious but
amiable man, at once down-to-earth
and professorial - he has been a
professor at Diisseldorf’s prestigious
Kunstakademie since 1988. He is
one of this country’s most respected
sculptors, garlanded with honours —
from a CBE to a Turner Prize. Yet he
didn’t initially set out to become an
artist.

He was born in Liverpool, the son
of an electrical engineer who moved
frequently with his work. “I went to
six different schools,” Cragg says.
“Science seemed the best career
option, because the syllabus was the
same at every school.”

Leaving school at 17, he got a job
as a lab assistant at the Natural
Rubber Growers Research
Association in Welwyn Garden City,
where his family then lived, but was
soon bored.

“It was the late Sixties, radical
changes were taking place in
society, and I was stuck in a smelly
old laboratory. I had to get out.” He
began doodling to fill in time as
experiments developed, which led to
full-blown drawings of views around
the laboratory. Someone suggested
he apply to art school and, he says,
“I was off.”

After a degree at Wimbledon
School of Art, where he met fellow
sculptors Bill Woodrow and Richard
Deacon, with whom he became
associated in the so-called New
British Sculpture movement of the
1980s, he went to the Royal College
of Art in South Kensington, an
experience that had a crucial
bearing on his works in Exhibition
Road.

“The RCA Sculpture School
shared a back yard with the Natural
History Museum and the Geological
Museum. I was constantly in those
places — particularly the Geological
Museum.”

The museum, now part of the
Natural History Museum, conveyed
a profound sense of how Britain’s
development has been determined
by its material structure. “There
were minerals, rocks and fossils
from various parts of Britain. You
could look at crystal forms and see
exactly why they look the way they
do, not just through their surfaces,
but the atoms and molecules behind
them.”

It is this interplay between surface
and substance, and the expectations
we bring to them, that informs his
current works.

“We perceive the world through
light reflected on surfaces,” Cragg
says. “We develop a fantastic ability
to read these surfaces and what lies
behind them. And these surfaces are
always the product of a function.
There’s a reason things look the
way they do - a value to
everything. But if you shift these
relationships just a bit, put another
emphasis on them, new meanings
come out of it.”

And that’s what Cragg is doing in
his current sculptures, shifting our
sense of what things should look
like so that what appear to be
human profiles blur out of existence
as you move around them, and
mineral-like strata slide out of
alignment or bulge in bronze like
gelatinous sludge.

Cragg’s independence as an artist
has surely been strengthened by the
fact that he has lived outside Britain
since he was in his twenties.

He moved to Wuppertal in
Germany, his first wife’s home town,
in 1977. A job at the nearby
Diisseldorf Kunstakademie, which
nurtured mega-talents such as
Joseph Beuys and Gerhard Richter,
gave him a reason to stay on. He is
now the academy’s director, and has
his own sculpture park in the forest
near Wuppertal.

Yet for all his success as an artist,
there still seems something of the
scientist in his hyper-rational
approach to his work.

“I still am interested in science. It
has determined the form of the

world we live in. Yet it’s really just a
very good system for observing the
world, and it’s not the only one. Art
brings something else, a sense of
human value and meaning.”

Art Sales returns next week
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