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MARC QUINN A METAPHOR FOR BEING

ZHANG ZIKANG
DIRECTOR
CAFA ART MUSEUM

British art has shaken up the art world since the 1990s with its pioneering,
manifold, atypical and assertive styles; the influence has been long-
lasting and extensive. CAFA Art Museum now presents one of the most
iconic artists in this salient phase of British art history, Marc Quinn and
his inaugural solo museum exhibition in China. Quinn came to prom-
inence thirty years ago. He is known for his passion about materiality
and his audacious choices of medium: he made bread sculptures in his
early days (he baked the breads in the shape of his own hands); he is
no conservative when it comes to materials — ice blocks, glass, marbles,
DNA, blood and other organic elements; the materiality underscores the
fundamental subject of human existence, i.c. the perception of beauty
and abnormality as well as its underlying cultural and social conno-
tations. Through his use of incomplete bodies, blossoming flowers,
anamorphose and flamboyant colouration, he explores themes such as
identity, perception of beauty, human desire and how nature is mediated
by such desire... the recurring juxtapositions and contrasts in Quinn’s
work are very interesting: traditional materials combined with state-of-
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the-art technology, abstract concepts projected by figurative forms and
so on. In some of his works, the artist repeatedly investigates the forms
of a medium in extreme physical conditions, manifesting a confluence of
contemporary art and science. With the prudent spirit of a scientist and
the incisive thinking of a philosopher, he redefines the language of art.
CAFA Art Museum has established multilateral relationships with
many British artists, museum directors, curators and critics in the recent
decade, and has created constant and systematic intercommunication
with them. We collaborated with the Victoria and Albert Museum in
2010 to present an exhibition ‘Decode: Digital Design Sensation’; we have
presented solo exhibitions of celebrated British artists and designers;
we also hosted ‘The Sino-British Museum Forum’ in collaboration with
TATE in 2016; in 2018, we continued to work with TATE to launch a
series of exhibitions across England; and we have a number of exhibi-
tions of acclaimed artists coming soon. The Central Academy of Fine
Arts and CAFA Art Museum have become a role model of cross-border
cultural exchange through its multi-faceted, multi-dimensional and
multi-layered cooperation with British art experts and professionals. We
anticipate working further with the global art community, enhancing
mutual understanding and bringing great diversity into our museum.
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UNDER THE SKIN OF THE ART OF MARC QUINN

WANG CHUNCHEN
DEPUTY DIRECTOR AND CURATOR
CAFA ART MUSEUM

Marc Quinn is an acclaimed British artist. The first work of his that came
to our knowledge was Self, the blood head, from which our fascination
with him began. We often wonder, at the present time, how a contempo-
rary artist would work on, think about and confront the vastness of art. It
is not a question that everyone can respond to or address profoundly; as
aresult, the distinctions and diversity of art have developed as it is now.

Marc Quinn is an artist who has an intuitive sense for life; it does
not come from any intentions of lecturing others, or a posteriori rules
for regulating what art is or not. I have been to the UK many times in
the past three years and visited Quinn’s studio four or five times, during
which I enjoyed our conversations, including a formal interview. As well
as having read multiple catalogues and numerous publications on him, I
was able to look at and learn about Quinn through a close-up lens. His art
career path manifests the fact that the key of making art is by reflecting
on life and thinking liberally about the world. Since childhood, he has
nurtured a curiosity in things and materiality in general, which is the
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most basic and raw human quality; as long as one knows how to utilise,
practise and develop it, it can be transformed into art that is systematic and
meaningful. The presence of art speaks for the essence of itself: boundless
imagination and free will.

As the fruit of Quinn’s boundless imagination, he has created art such
as making breads to replicate the shape and lines of his own hands. Each
person has unique palm lines. When you eat the breads, they become a part
of your body, an incarnate of yourself. The act can be further extended
to the notion of Holy Communion bread, therefore eating the breads,
likewise, is like a conduit to the sacred. This extended imagination has
transcended any art forms and techniques; without the former, the latter
would profoundly lose its significance; and art, nominally, would fail to
have its initial impetus and fundamentality.

In the realm of the contemporary, art is constantly in flux — partly
because we have a developed fine art education and communication infra-
structure, whereby people, both art professionals and the general pub-
lic, have their own prior expectations and presuppositions about art. If
something were to fall out of their range of known methodologies or
patterns for art, one might expect misreading and suspicion to arise; even
the validity of being regarded as ‘art’ would be in question. However,
contemporary art intends to disregard all the rules; it can only reconcile
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the intuition of the true self and reflections on life when the application
of art forms becomes the least important constituent. Marc Quinn, for
instance, was not bound to social or ethical norms when he pondered
the human phenomenon of ‘incomplete bodies’: he noticed how the
fragmented classical statuary in museums was highly admired by viewers
as a paradigm of art; and how this anti-utilitarian, entrenched aesthetic
perspective consciously overlooks the disparity in the real life of disabil-
ity and the disabled, who are undoubtedly human beings with great life
value and dignity. This inspired Quinn to make a sculpture of his artist
friend Alison Lapper, Alison Lapper Pregnant. This sculpture depicts
a nude Alison who was born without arms and with shortened legs, in
pure white Carrara marble, gazing far forth and looking serene, solemn
and peaceful. In 2005, it was chosen by the commissioning committee
in London to sit on Trafalgar Square’s fourth plinth. This sculpture raised
widespread attention and debate in that year and an amplified reinter-
pretation even featured in the London Paralymics opening ceremony in
2012, leading to worldwide celebration. This work can only be borne of
a reverence for life; it is not constrained by any prior doctrines; and its
existence is glorified by the thoughts about life and the sanctified beings.

Quinn’s Self (1991) has become an internationally-recognised classic
in contemporary art history, as a life-size cast of the artist’s head made
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up of ten pints of his own blood extracted and stored over a period of
several months. The work is cryogenically frozen and displayed in a
specially-made refrigeration unit; the refrigerator also functions as a
plinth while the technology secures the work survival. Albeit being an
artificial product of technology, the blood head is formed of a material
collected from a living being; its physicality recalls a notion of biological
cyphers and the religious interpretations of the meanings of life, which in
turn embody the philosophy of the mind and body. We could trace a reso-
nance of many great minds in this mighty work, from René Descartes’s ‘Je
pense, donc je suis’, the more recent Maurice Merleau-Ponty’s ‘perception
and corporeity’, to the ultimate question of body and soul that human
beings have been strenuously seeking for millennia (unfortunately the
work will not be shown in the exhibition at CAFA Art Museum this time,
due to the prohibition of importing blood-based objects). Quinn’s artistic
creation is borne of liberal thinking that echoes the origin of life, derives
from an understanding of it and shows respect for it.

I have seen works and books of various languages and multiple forms
and types at Quinn’s studio, not in any order of taxonomy of art education
or making. His art does not comply with any textbook rules. As a Cam-
bridge graduate of History of Art and History, and not of fine art practice,
he has probed the boundaries of academic classifications; materials and
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methodologies merely serve as a route to visualise the perceptions from
his life experience and thinking. To complete his ‘Alison Lapper’ series, he
made a mould of her body at his studio and then oversaw the best stone-
masons in Italy in carving the finished figure out of marble. This is about
life’s ‘embodiment’ experience. Quinn uses the best practices available
to fulfil his artistic vision and assure the quality he envisages. Art has no
rules, and this is the essence of art, which has been repeatedly proven by
numerous predecessors and by common consent of the modern-day social
community. Blood, DNA, performance and interaction, marble, bronze,
stone, painting, photography, installations — when isolated from their
connotations, they are just raw materials. Once materials are endowed
with symbolic life meanings, that is when the solemnity emerges — as it
is said, ‘the transfiguration of the commonplace’.

Today the most striking and sublime art works pay tribute to the living,
thus, they are apt to be accepted and agreed by us, ourselves equally in
pursuit of the meaning of our own existence. Despite a tortuous journey,
the history of modern and contemporary art is the best testimony: this is
the way it shall be. Marc Quinn is an artist among the most scintillating
stars that will be praised in art history.
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BREAD HANDS, 1991-2019

In 1991 Quinn traced around his own hand in
bread many times, each time creating a slight-
ly different shape. Installed on a wall, the
perishing works form an indexical pattern of
the artist’s own physical identity. In collabora-
tion with CAFA students, Quinn re-creates an
earlier work in The Garden of Forking Paths.

The Garden of Forking Pathsis inspired by
Jorge Luis Borges’ famous short story of the
same title, and plays on the ideas of human
free will and determination. The ‘life lines’ of
the hand have often been said to symbolise a
pre-written destiny in human affairs. In the
Garden of Forking Paths, the artist and others
trace their hands and lines into individual
pieces of dough. When these are baked, each
one results in a unique sculpture. Through
this, the artist suggests that our destiny is
within our own power and changes with every
decision we make.
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For this exhibition, Quinn has created a
new work after his 1991 bread hand sculpture.
Totem (2019) is a 3-metre enlargement of his
earlier work, which has been kept for over
35 years in a box in the artist’s studio. Quinn
used a 3D scanner to enlarge the original hand
to a model at colossal scale. Like something
hewn in ancient rock, Totem is at once ancient
in symbolism yet utterly modern through the
techniques of its making. It seems to symbolise
our ancient human origins and basic human
needs in the age of nanotechnology, scanning
and 3D technology.

1991-2019
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INGREDIENTS

Human hand
Flour

Yeast

Water

3D scanner
Bronze

3D $H#Y
|

PROCESS

Mix flour, yeast and water and leave
to rise. Place hand on kneaded,
flattened dough. Cut out the subject’s
hand in dough. Place dough hands

in oven and bake at 200°C. To make
3-metre version, repeat above

steps and leave original hand in a
box for 35 years. 3D scan the
original hand and 3D print a resin
model at large scale. Cast in bronze.
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p19 The Garden of Forking Paths, Bread, 180 X 150 cm per piece 2019
pp 20-21 Totem, Baked dough, cast in bronze, 300 X 160 cm (approximate) 2019

19 1T (g 2 ), T, HfF180X150cm (& X %) 2019
#20-2100 (EWE), #H. MR, £300xX160cm (& X %) 2019
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BREAD SCULPTURES, 1988-1994

“In many cultures, bread is more than food,
with its symbolism ranging from the body of
Christ to revolution in 18th-century France. It
also seems to suggest that culture itself and art is
a nourishing and sustaining thing —something
that we need in everyday life.”

In Quinn’s bread works, the themes of
nutrition, survival and ritual are combined
in highly expressive figurative sculptures.
Bread is amongst our most basic daily food
sources. It is also a symbol of metamorphosis
as it is made through a material transforma-
tion of flour, yeast and water into dough. The
sculptures’ finished form is partly a product
of chance, since the dough — which is applied
to a metal armature before being fired in a
kiln - rises in some places and falls off in
others, creating its gestural aesthetic.

To make Faim Assise (1988), Quinn took
the measurements of a Giacometti sculpture,
Femme Assise (1949) and enlarged it, keeping

the same proportions but at a much larger
scale. “Twas interested in how we project onto a
surface our own signification. In my mind this
is linked to hunger — the sculpture is tubular
and intestinal, because the process involved
in the bread rising is analogous to that of the
body, which consumes both food and itself.”
Marie-Antoinette (1989) and Louis XVI
(1989) are portraits of the famous ill-fated
French monarchs made in bread. Quinn uses
these sculptures to explore issues of power
and the nature of society. Famous for telling
the French people that if they had no bread
they should eat cake, in these sculptures it
seems as though the couple are possessed
and digested by the very bread of the people.
“Because of the ambiguity created by the pro-
cess of making these works, there is a sense that
they are mirrors projecting many of our own
cultural ideas and opinions. They are baroque
in appearance but strictly minimal in process.”

Mm%, 1988-1994
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INGREDIENTS

Flour
Yeast
Water
Bronze
Steel

PROCESS

Mix flour, yeast and water and leave
to rise. Take steel armature,

cover in chicken wire and cast into
a concrete base. Cover armature

in bread dough and place in kiln at
200°C. Remove from the kiln and
let armature cool. Make a mould of
sculpture. Cast in bronze.
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DNA, 2001

In 2000, the UK’s National Portrait Gallery
commissioned Marc Quinn to make a portrait
of Sir John Sulston, who was awarded a Nobel
Prize for his work on the sequencing of the
human genome.

The sequencing of the genome is a pro-
found moment in human history; we are the
first people to be able to read the instructions
to make ourselves. As the artist said, “What
was interesting to me in the results of sequencing
of the human genome was that we share 99.9%
of our genome with everyone else and in fact
most of it with every living thing on the planet,
both animals and plants. [ wanted to use actual
DNA in the works, not illustrations of it.”

Cloned DNA Self Portrait (2nd Perspective)
is a plate of agar jelly-covered bacteria col-
onies that contain random parts of the art-
ist’s genome. This is the method used in the
lab to read DNA. “What I like about it is its
abstract nature, yet in another dimension its
utter realism. These portraits contain infor-
mation not only about how a sitter might look,
but also of their emotional make-up, appetites
and health.”

Cloned DNA Self Portrait (2nd Perspective),
whilst abstract in an aesthetic sense, provides
us with an exact representation of the artist
and captures precisely what is unique about
him. The portrait is the ‘recipe’ to make him,
and the highly reflective frame evokes the
clinical atmosphere associated with scientific
research, prompting the viewer to consider
their own identity and the personal impact
of the Human Genome Project.

DNA, 2001
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INGREDIENTS

Human DNA

Toothbrush

Mirrored stainless steel frame
Petri dish

Ajar jelly

Bacteria colonies
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PROCESS

Extract DNA by rubbing toothbrush
along the inside of subject’s cheek.
Take DNA sample to a laboratory to
be turned into a DNA library. Chop
up strands of DNA. Feed to bacteria
colonies on ajar jelly in a petri dish.
When bacteria colonies have ampli-
fied the DNA by reproducing it,

kill the bacteria. Seal the petri dish
with silicon. Frame in mirrored
stainless steel frame.
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AT LAST I’M PERFECT, 2002

“When someone dies, the carbon atoms in that
person are liberated from the body by burn-
ing or decomposition, and re-enter the carbon
chain, firstly as carbon dioxide. Every carbon
atom in your body has been part of other bodies
— human, animal or plant — since the forma-
tion of the planet. There are a few things which
take carbon atoms and permanently bind them
into a configuration that does not break down
and re-enter the carbon chain but freezes them
forever. These include certain kinds of plastic,
but more especially the diamond.”

Diamonds are collections of carbon atoms
which have been placed under great heat and
pressure, miles beneath the surface of the
earth. Until recently they were only naturally
occurring objects. But now, using machines

which recreate the heat and pressure of the
centre of the earth, a real diamond can be
grown in a laboratory. In 2002 Quinn com-
missioned one to make a diamond from atoms
from his own body (in this case hair). The hair
was carbonised and then graphitised and used
to form the diamond.

Thus, At Last I'm Perfect is a real diamond
which contains atoms which were once a part
of the artist’s body. Taken out of the carbon
chain to stay in icy splendour forever, this
artwork is —like Self (1991-present) — another
kind of frozen self-portrait. Quinn states, “#%e
title is ironic, since it’s only with the possibility
of change and transformation that there can
be life. This kind of perfection is really death.”

(g, PIdseskny), 2002
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INGREDIENTS PROCESS

Human hair Burn hair to carbonize. Mix hair

Charcoal with other carbon (the artist used
charcoal). Burn at high temperature
in pressurised container until the
carbon turns to graphite. Continue
the process at high temperature
in a high pressure container. Vapor-
ize graphite until crystalized into
diamond. Take rough diamond to a
jeweller and cut according to taste.

JERE il {2
ANEEBE FNRBRIMREmA; KBRS HEK
A% BE CERFZEMTARR) ; RHEHBAT

B I m A A IRARE, R
AN GR; BEHEmEA A S Rges:
XA SR, HEEAMPRES
5 BEWEE—EHRERL, MUK

)
BEHIEIR

55



57



59



61



p 55 At Last I'm Perfect,1.2 carat yellow diamond made with carbon from
the artist’s body 2002
p 62 White Light Refracted Through Diamond, Work on paper 2002

5 55 I (g8, BB5ERN), HERFENTEREIMoTRHIRE 1.2 ehisish 2002
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LABYRINTHS, 2011-PRESENT

To make the Labyrinth series of paintings
and sculptures, Quinn takes the ready-made,
abstract pattern of a person’s fingerprint, and
enlarges it, either with paint on oval-shaped
canvases or in bronze relief sculptures. As
with his earlier DNA works, Quinn is interest-
ed in the idea of making portraits of people
that are more than just an image of them—they
are an actual visual index of their identity.
These works reflect the idea of a high-sur-
veillance culture, where individual identity
is reduced to and controlled by a fingerprint.

(625
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“The fingerprint is a unique abstraction
which is also profoundly figurative. A mark
of individual identity which can be read by a
scanning machine or in comparison to a fin-
gerprint library, but to a human being remains
enigmatic.” The title Labyrinth speaks to the
elusiveness of identity, and that it is a quality
that exists in, and cannot be thought of sep-
arately from, time. As Quinn has said, “tze
viewer’s eye meanders around the lines of a
fingerprint, like a person wandering a laby-
rinth searching for a centre that is not there.”
In this series Quinn asks “can we ever truly
know anyone, even ourselves?”

2011—% 4
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INGREDIENTS

Ink pad

Human digit
Canvas

Wooden stretcher
Paint

Silicon extrusion
Staples

Bronze or acrylic
and oil paint

AR BT AE
& R
B

ITA5E

Hil B P AR
AR I At

PROCESS

Ink finger. Make fingerprint.

Stretch canvas. Project fingerprint
from acetate onto a canvas and
draw the lines. Glue down extrusion
to make protruding fingerprint.
Paint the canvas.
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WE SHARE OUR CHEMISTRY WITH THE STARS, 2009-PRESENT

In his series We Share our Chemistry with the
Stars, Quinn depicts an iris at close range,
in a photorealist, non-expressive style on a
round canvas. The eye is enlarged so that it
appears virtually abstract and the pupil looks
like an aperture or hole in the centre of a fine,
detailed network of colourful lines. The artist
likes the idea of making ‘stealth’ portraits of
people — at once universal and unique, and
not just an image of the sitter, but an actual
visual index of their identity.

The etymology of the word ‘iris’ is derived
from the Greek word for ‘rainbow.” As the
artist says, “In the colours of the iris, even in
quite subtle, dark colours, there is a kind of
celebration of individuality. In the middle you
have that black hole of the pupil and all of
the mystery and uncertainty of life. It’s a very
profound expression of the ambiguity which is
at the heart of our existence.”

Furthermore, he was interested in how the
positioning of the eye makes it the only inter-
nal organ that can be seen externally. “The
irisisin a way our doorway to the world —it is
the window we see out of and the doorway for
light to enter in and interact with our nervous
system. They are like a leakage of the vivid
interior world of the body to the monochrome
world of the skin.”

A5 RN AEHC 8, 2009 &4
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INGREDIENTS PROCESS

Camera Photograph subject’s eye at close
Close-up lens range. Paint iris onto canvas

Macro flash using oil paint and an airbrush.
Human iris Stretch canvas.

Canvas

Staples

Stretcher

Airbrush

Oil paint

JER HIfEd AR

HERHAIL PR BRI E N Rk fL, HRER L
oG TR ORI A IR BR A S . 9N4F
fEE A EAT A

NREAL

[H} £

T

AT AE

E

TR

79



81



83









COMPLETE MARBLES, ANOTHER KISS, 2006

“T'wasin the British Museum looking at people
who were admiring the fragmented marble
statuary, when it struck me that if someone
whose body was in the same shape as the sculp-
tures were to come into the room, most of the
admirers would have the opposite reaction. It
was interesting to me to see what is acceptable
in art, but ‘unacceptable’in life.”

Another Kiss, 2006 from The Complete
Marbles series shows long-time collabora-
tors Alison Lapper and Peter Hull kissing.
Having created sculptures of the two sepa-
rately (Peter Hull, 1999, and Alison Lapper
(8 Months), 2000), Quinn brings the two
together in what appears to be a neoclassical
sculpture. Made in marble, a material used to
commemorate heroes, Quinn celebrates Peter
Hull, paralympic gold medallist and Alison
Lapper, acclaimed artist, as heroes who have
conquered their own inner world and gone
on to live fulfilled lives.

SERIRELA,
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By adopting the language of idealism, 7%e
Complete Marbles series are comparable to
the images of ‘idealised’ beauty that Neoclas-
sicism sought to represent. By highlighting
the acceptable notion of an incomplete body
within the context of art history, Quinn asks
us to question the disparity in real life. These
works explore the contradictions between
our outside appearance and inner being, cel-
ebrating imperfection and the beauty of dif-
ferent kinds of bodies as well as the strength
and vitality of the human spirit.

H—1Wp), 2006
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INGREDIENTS

Two humans (the artist used
Alison Lapper and Peter Hull)
Fibreglass

Marble

MAN (ERFIBIE T LHIRR - BRI
1% - ®/K)

PHLT o

REA

PROCESS

Find subjects. Make a plaster
mould of their intertwined bodies.
Cast out (from the mould) a
fibreglass original sculpture. Take
fibreglass to stonemasons in Italy.
Supervise hand-carving in marble.
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p 91 Another Kiss, Marble, 100 X 64 X 68 cm 2006

FOo1T H—1 My, KFfA, 100 X 64X 68cm (& X % X i) 2006
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ALL ABOUT LOVE, 2016-2017

Quinn’s All About Love series explores the
notion of love and all that it entails. Each
sculpture is a life-cast of two lovers in dif-
ferent poses, embracing one another. With
Quinn and his collaborator physically bound
together during the casting process, the artist
has said that, “¢hese sculptures are somehow
fragments about a moment, or a memory.
They’re like a breath of air; they’re very ephem-
eral, a frozen moment.”

This series of works resonate with numer-
ous chapters throughout the history of art
— from the Pietd works of the Renaissance,
to the plasters of Rodin. “I zad been looking
at many of books at the time and quite often
when you look at these [All About Love/ sculp-
tures you see they’re relaxed versions of famous
antique artworks. They’re a casual classicism
in some way.”

KTEH—VI,
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All About Love creates a contemporary,
raw language in which to talk about love.
Made from fibreglass, the works appear del-
icate, and even eggshell-like, suggesting the
fragility of human relationships. This striking
series creates a compelling dialogue between
contemporary and classical art.

2016-2017
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INGREDIENTS

Two humans

Plaster

Silicon dental rubber
Fibreglass resin
Wooden shipping crates
Stainless steel beams
Spray paint

Shipping labels
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PROCESS

Find subjects. Place subjects in an
embrace. Cover subjects with
non-toxic silicon dental rubber; let
rubber dry. Cover rubber with
plaster jacket and allow subjects to
stand until the plaster is dry. Free
subjects from the mould. Pour fibre-
glass resin into the mould and let
dry. Combine upper and lower parts
of the body using stainless steel
beams. Place sculpture on wooden
shipping crates. Affix shipping
labels to wooden shipping crates.
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CHEMICAL LIFE SUPPORT, 2004-2005

Chemical Life Support is a series of figurative
sculptures that explore the notion of our re-
liance on medicine or chemical substances.
All of the subjects in these works depend on
a drug to stay alive, whether due to illness or
an ongoing medical condition. To make the
sculptures, Quinn mixed a dose of the drug
they were dependent on with polymer wax.

Innoscience (2004) is a portrait of Quinn’s
son after a severe allergic reaction he had to
baby formula as a young infant. “I 2003, my
son had a severe anaphylactic reaction to the
first bottle of formula baby milk he was given.
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His allergy was so severe that milk and wheat
were life-threatening for the first three and
a half years of his life. Apart from his moth-
er’s breast milk he could only drink Neocate,
a food powder made in the lab which the body
does not recognise as milk. This inspired me
to make this sculpture of him at eight months
old, which I cast in a special high-melt poly-
mer wax mixed with Neocate milk powder. It
was like a chemical equivalent for the changes
in his body and a celebration of science and
medicine.”

2004-2005
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INGREDIENTS

Subject, Wax, synthetic polymer,
dried glucose syrup, fractionated
coconut oil, hybrid safflower oil,
canola oil, L-Arginine, L-Lysine
L-Aspartate, L-Glutamine
emulsifier (E472 (c)), L-Leucine,
tripotassium citrate, calcium
phosphate dibasic, L-Phenylalanine,
trisodium citrate, L-Proline,
L-Valine, Glycine, L-Isoleucine,
N-Acetyl L-Methionine,
L-Theonine, magnesium chloride,
L-Histidine, L-Serine, L-Alanine,
potassium chloride, L-Tryptophan,
Choline Bitartrate, L-Tyrosine,
sodium chloride, L-Cystine, Taurine,
ascorbic acid, ferrous sulphate,
L-Carnitine, zinc sulphate, Inositol,
Nicotinamide, DL-Alpha Tocoph-
eryl Acetate, Calcium-D-Pantoth-
enate, copper sulphate, manganese

JEUR

BIEX SR, M, NEERY,

OYTIR T, TRALAE, FHEM, L- A
IR L- M= L- RERR,
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MER, M,

sulphate, pyridoxine hydrochloride,
riboflavin, vitamin A acetate,

folic acid, potassium iodide, sodium
selenite, sodium molybdate,
vitamin K1, biotin, chromium
chloride, vitamin D3 and
cyanocobalamin

PROCESS

Take 360-degree photos and meas-
urements of subject. Make a clay
sculpture of subject. Make a mould
of the clay sculpture and cast into
fibreglass. Make another mould of
the fibreglass and cast into polymer
wax, adding one daily dose of Neo-
cate hypoallergenic milk powder.
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Innoscience, Wax, synthetic polymer, dried glucose syrup, fractionated coconut
oil, hybrid safflower oil, canola oil, L-Arginine L-Lysine L-Aspartate, L-Glu-
tamine, emulsifier (E472 (c)), L-Leucine, tripotassium citrate, calcium phosphate
dibasic, L-Phenylalanine, trisodium citrate, L-Proline, L-Valine, Glycine, L-Iso-
leucine, NAcetyl, L-Methionine, L-Theonine, magnesium chloride, L-Histidine,
L-Serine, LAlanine, potassium chloride, L-Tryptophan, Choline Bitartrate,
L-Tyrosine, sodium chloride, L-Cystine, taurine, ascorbic acid, ferrous sulphate,
L-Carnitine, zinc sulphate, Inositol, Nicotinamide, DL-Alpha Tocopheryl
Acetate, Calcium-D-Pantothenate, copper sulphate, manganese sulphate,
pyridoxine hydrochloride, riboflavin, vitamin A acetate, folic acid, potassium
iodide, sodium selenite, sodium molybdate, vitamin K1, biotin, chromium
chloride, vitamin D3 and cyanocobalamin, 25 X 68 X 32.5cm 2004
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RS, WU, MEEERZ, DL-Alpha 4 B CHERE , D- IZMRY5, WilRH, MilRsh, ThERmtns
B, MR, 4R ARRE, "R, MUYLER, TREEREY, W, 4RKL, EMER,
SUbER, 4e4E2E D3 FIEGERE, 25 X 68 X 32.5em (& X % X IX) 2004
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BODY ALTERATIONS, 2008-PRESENT

For this series, Quinn was interested in de-
picting ways “people culturally possess their
biological bodies” by using their bodies as a
medium — shaping and sculpting their own
flesh. “It’s almost like a contemporary version
of Ovid’s ‘Metamorphoses, with people becom-
ing their own mythological creatures. I think it
is interesting to look at things like enhancing
surgery, tattooing and scarification which in
the past existed in a very strict ritual context,
and is now used by a generation of secularists
to invent their own stories and myths.”
Chelsea Charms (2010) demonstrates how
the body is an object that is constantly in flux.
The sculpture is modelled on a woman who
famously underwent vast physical alterna-
tions so that she could have the largest breasts
in the world. Made in marble, the sculpture’s
life-size scale and classical pose invite the
viewer to draw comparisons to ancient Greek
and Romany statuary. Chelsea Charms there-

fore blurs the line between traditional and
contemporary notions of perfection.

Zombie Boy is a sculpture of Rick Genest,
also known as Zombie Boy. After being diag-
nosed with a brain tumour at the age of 15,
Genest became fascinated with anatomy and
what was inside his body. Over a number of
years, Genest covered himself head-to-toe
with tattoos of his complete skeleton. Like a
readymade version of a modern day écorché
anatomy model, Genest’s body carried on its
surface the details of his interior.

The Beauty of Healing is a portrait of
Benin-born, France-raised and London-based
Laurence Sessou. Having undergone keloid
scarification — a technique associated with
African tribal body rituals, Sessou takes ele-
ments of her heritage to create a new global
identity that reflects her past and her present.
“She reflects a new kind of urban citizen. She’s
cast in concrete which I see as urban marble.”

BKRAE 2008 £4
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INGREDIENTS

Subject

Clay

3D scanner

Wax

Engraving tools
Concrete / marble
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PROCESS

Take 360-degree photos and
measurements of subject. Make

a clay sculpture of the subject.
Make a mould of the clay sculpture
and cast out of wax. Engrave
tattoos into surface. Dress in mod-
el’s real clothes. Mould and cast
entire sculpture in concrete / super-
vise stonemason hand-carving

in marble.

il fEid e

XPRIVER R3#EAT 360 FERIHATRANSL &, il
PE— O SR LR 2E . Tedikih
W - 2, fE AR AR BSOS . S
g ERIERRIR, FTREE 405 R
AT e IR I T R i
KRB

127



129



131












139



141




143



145



147









HELD BY DESIRE, 1800-PRESENT

“The bonsai is very interesting because there is
no such thing as a ‘bonsai tree’. It s only a bonsai
tree because humans are Reeping the conditions
exactly right in order to keep it at that scale.”
The bonsai is not ‘natural’ but is a kind of hu-
man interaction with nature. It is human desire
that holds the tree into this kind of shape. If you
took that tiny tree out of its pot and planted it
in the garden, it would turn into a five-metre
tree. It’s a bit like a frozen sculpture.”
Entitled Held by Desire, the sculptures use
the form of the bonsai tree cast in bronze or
aluminium. Since the bonsai tree has had its
roots pruned and is kept in an unnatural size
and shape by continual human interference,
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it represents the subjugation of nature to our
own desire. The sculptures present a frozen
moment in time as the trees, held perpetu-
ally in a miniature state, would revert back to
their natural size if replanted and allowed to
grow. The enlarged versions of this sculpture
fulfil the tree’s desire by returning to the scale
of a full-size adult tree which “makes us feel
like a bonsai person because we become small
compared to this liberated tree which has been
returned to its natural dimensions. Like a city
reclaimed by nature and returned to the jungle,
things that depend on our control are only there
while we are focused on them.”

1800 £4
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INGREDIENTS

250 year old bonsai tree
3D scanner

SLA resin

Bronze

JECR

250 A FYE R AR
3D HHHY

SLA #f5

i

PROCESS

Plant bonsai tree. Tend tree
meticulously for 250 years.
Scan tree using a 3D scanner.
Print 3D scan using SLA

resin. Mould and cast in bronze.
Cast 20,000 leaves and hand
weld them onto the tree.
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WANG CHUNCHEN IN CONVERSATION WITH MARC QUINN

EDUCATION AND EARLY YEARS

WCC You studied in the 80’s. During
your studies, what were your main foci and
interests in art? Art for life or art for art?

MQ I can hardly remember, I only re-
member what [ was interested in. But I didn’t
study art, I studied History of Art and His-
tory at Cambridge University —I didn’t do art
school, I just taught myself. Art school can
be interesting and important but I am happy
with the way I did it, because I think, in a way,
you have to be more independent. There are
so many rules for good taste and what you
should do and not do, whereas I think being
an artist means being free. The moment you
accept someone else and their cultural rules
and their given views, you’re already lost. You
have to be willing to fail as an artist in order
to be ‘successful’. You have to be willing to
make some rubbish and to throw that away.

And you have to be willing to change, and
never be the artist doing one kind of painting,
one kind of sculpture your entire life. That’s
my view anyway.

WCC Youmajored in art history, so how
did you start making art?

MQ Ijust wanted to make art, but when
I was young I didn’t know there were artists
—I had never met an artist and I didn’t know
you could be an artist — so I was making my
own art but later I ended up doing all the aca-
demic exams they tell you to do. I ended up
in Cambridge University, which was a kind of
wake-up call, “Well now I’'m here I might as
well do history of art.” But I started to do my
own work and after university, when I moved
to London to live in a kind of flat with about
10 of my friends, I started to meet people in
the art world and to know how you can do it.

WCC So what was the first artwork that
you made?
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MQ I have been painting and making
sculptures forever, since I was a child, so I
don’t know really know what my first work
was. I remember making things out of mar-
zipan paste when I was a little child and then
eating it. Then I made bread sculptures. When
I'was making these sculptures, I'd make a bread
dough out of flour, water and yeast and then
made an armature that was like a bust. I'd then
put the bread dough on the armature and put
it in the oven. When it cooks, I end up with
a sculpture that looked like a kind of expres-
sionist sculpture but which actually had made
itself through a natural process. Some of the
sculptures I cast in bronze, some are just in
bread. I did one called Faim Assise, which was
based on a Giacometti sculpture, and then
1 did Young Dancer (Aged 14), after Degas.
These sculptures became a kind of lookalike
of one thing but were in fact another, which is
something I always like. Then the ones I made
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in bread, I took them to Trafalgar Square to
see if the birds would eat them. I was going to
have a show where they were in a room full of
pigeons and they were going to eat the bread
sculptures, but it was too complicated at that
time. But I always have these ideas about pro-
cesses, of doing these kinds of things.

WCC When you started your art prac-
tice, did you focus more on the idea or the
technique?

MQ Itstarts with an idea or a technique,
and they come together. I think it’s interest-
ing that each series is, in a way, its own little
world. For instance, my series of marble stat-
ues of disabled people entitled the Complete
Marbles originated from visits to the British
Museum and the Louvre. I was looking at all
the tourists admiring the fragmented statues
and thinking, ‘this is so beautiful’,and I looked
at the sculptures and if you look at them lit-
erally, they portray someone with no arms
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and no legs. When you see someone in real
life with no arms and legs, and if you brought
them into the same museum, the same viewers
might feel awkward and uncomfortable, not
knowing how to react to that person, and I
thought it was really interesting how you can
think someone beautiful in art and yet find
the same image disturbing in real life.

And so I thought of a really conceptual
idea — I’ll find people who were born with
no arms and legs or who lost them through
illness or accident and I’ll make sculptures of
them in marble. And I wanted the sculptures
to be a bit like ancient sculptures, so I looked
for athletes, for example people involved in
the Paralympics. My first model for the series
was Paralympic gold medalist swimmer Peter
Hull, who was born with no legs and very
shortened arms.

To make the sculpture I had to learn how
to work with marble. That was really inter-
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esting, so I went to Italy and I met the marble
carvers, who have been making sculptures for
artists since antiquity. I don’t know if it is the
case in China but in Britain there is a big mis-
understanding that Rodin or Michelangelo
carved everything themselves. It’s a collabo-
rative medium, so you have stonemasons who
have been studying marble since the age of
12, and so at 50 years old these stonemasons
know everything about working with marble.
What I do is make a full-size model in fibre-
glass or plaster and take it to Italy and then,
with a pointing machine (which is pretty
much like a pair of calipers), they measure
many points all over the model, and then on
the sculpture and they carve the sculpture
from it. It is an amazing process in itself. I
would visit them every few weeks and fine-
tune the process. It was very interesting.
Then, from looking at how these worked
I came up with the idea of creating the
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embryo sculptures from the series Evolution
(2005-2009). Work on these sculptures was
stopped half-way through the process. If you
look at the model in the block you see the
beginning or the half-way process, as they
emerge from their large blocks of pink Por-
tuguese marble. You can see examples of this
in Michelangelo’s Slaves at the Accademia
Gallery in Florence, where again there is an
ambiguity: are they unfinished because he
was so ahead of the aesthetic of his time? Did
he want to make an unfinished work? Or did
he just not finish Slaves for some other reason
and now people look at them and think there
is a beautiful aesthetic there? Because ‘the
unfinished’ is obviously one of the greatest
aesthetics of the 20th century, and that idea
has developed in this century too. So making
things gives me other ideas. Also working
with new process gives me ideas for the next
project, as do things in the real world.
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WCC When you made your life-size figu-
rative sculptures, did you wonder if the people
would regard them as not so ‘contemporary’?

MQ No, I think all artists who are good
just make things for themselves. You make
something first for yourself to help you to
understand the world, and then for some-
one else. And, in fact, I think what I rely on is
that there is much more in common between
people than there are differences. If I find
something interesting, maybe someone else
will too — maybe not everyone, but maybe
enough people to make it interesting.

I think you can change the way people
think with art. It’s one of the really great
things about art, that you change the way
people feel about the world. When Alison
Lapper Pregnant (2005) sculpture was in
Trafalgar Square in London, it had a huge
effect on how people thought about disabled
people’s bodies because it was the first time
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that a disabled person had been exhibited
nude in a big public space. It brought about
huge debate and massive social change. So
I think art has the possibility to change the
world as well as being beautiful or interesting
or moving — I think it has a social aspect too.

WCC You have been a participant in such
staggering development in art in the past three
decades. Before that, people were more fre-
quently talking about American art, German
abstract expressionism, body art and so on.
Since then, the focus has been shifted to the
UK. What does this big evolution mean to you?

MQ Itwasamoment in the early 1990’.
I think there was a kind of general boredom
with art, which was very restricted and her-
metic, and at the time we had punk and other
things which emphasised self-reliance and
were totally about the real world. There were
some ideas in the air that independently took
hold with a number of people. I think the
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product of that was making art about the real
world and also empowering yourself and not
sitting and waiting for someone powerful to
come and confer importance — just a kind of
grabbing and just putting yourself forward
to get things done. And so I think it was that
feeling in the air, suddenly there were a lot of
people doing it and then we all met in London,
and it was like the birth of the universe. There
was like this big bang with all this stuff. You
couldn’t see what it looked like, it had smoke,
dust, light, and then — as time passed — some
people dropped away, some things dropped
away, other ones coalesced on the planet and
became more solid. Out of this explosion of
creativity came a number of people we think
are important artists. But the context started
like this, with a kind of chaos.

And another thing is if you look back to
any art from any time, you are only seeing
one percent of it — 99 percent of it has been
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forgotten. And in those days, everyone was
a great artist and now we don’t know who
is going to be forgotten or not. But if you
were in the time of the Impressionists, of the
Cubists, of the Renaissance, you had other
artists that we don’t even know about now.
And probably some of them would seem
more important at the time because you
can’t really make a judgment until later on.
I think that the Chinese have a very good view
on this. Wasn’t it one of the Chinese leaders
who was asked in recent times “What do you
think about the French revolution?”, and he
answered, “it’s too early to tell”. So I think
there is a long view you have to have as well.
So when you make art, it’s about life, and also
just empowering yourself and not waiting for
importance to be assigned by someone else.

WCC When you made your earliest
works, did you worry about if the outside art
world would accept you or not?
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MQ Yes, but I think also freedom comes
from not caring, or from thinking in a way
that art is about connecting with people and
not connecting with the art world. The art
world is not so important. You don’t make art
for the art world, you make it for anyone, a
human being, and also not for human beings
now, also for people who haven’t been born
yet, it’s for people in 500 years time. That’s
why when I go to the British Museum, I am
interested in an ancient statue that’s 5,000
years old. I don’t know anything about the
artist really, or any art world they were part
of,but I'm in the present moment with the art.
It’s like an emotional, spiritual, intellectual
time machine — you can face suddenly in the
present moment something from the past.
One of the exciting things about making art
is to consider that maybe in 5,000 years time
the same thing would be happening with one
of my works, and that’s why I am interested



in doing things that would cross the time I'm
living in because I find it interesting to look
back and see works that reflect this time.

SELF AND OTHERS

WCC Nowadays people tend to just focus
on abstract concepts in art, so when you see
concrete figures, even just more stylistically
figurative works, people are surprised. But
for me, to understand a person, you need to
know more than just what’s on the surface,
you must know what the story is.

MQ I quite like to make things that look
like something and in fact they’re the oppo-
site. For example you look at that portrait of
Helen Smith, it resembles a bust of a neoclas-
sical woman but in fact it’s called Mirror for
the Blind. It’s a sculpture of a blind woman,
and until I made this sculpture she never saw
herself but once the sculpture had been made,

HES th#

EER BUE b T HOE 2R Y
M, FrCALIRE IR NG, B E
WAL, B SERRLZ SN, EXRME, TH—
MAARER S B TR R L IZRY, i fib
IR

iyl - FER BAREERHLEREYRRAIL
A SRR . FRAnE - SR H R
BRI — B i R S8, HSERR
B fEEREIbRER (BAZED, B2 —HFEAL
PERIRERE . FEFRBIMEIX MRS 21, HHE MR Wi
B HREE S UG i n] AR — 4~ B OFE
2, ERUNE il EORPHA A RN X2
—ANERE SRR ACE B BREOIRBEEERINZI . 55h,
EHARDIRAEIX AL 7 RM, XS BATEE ]

she could touch an image of herself, whichisa
technique she would use to recognise people
she knows very well, and it was like a kind of
human moment of self-consciousness. Also,
the closed eyes in this case symbolise blind-
ness, and that is something we would never
usually think about when looking at a classical
sculpture’s vacant eyes.

WCC This time your exhibition is focused
on ‘the self’. No matter what the figure of the
other person is made of; it’s about the concept
of ‘the self”. What is it about the concept of
‘the self’ that interests you so much?

MQ Well, I think it’s ‘the self’ and other
people that interest me. I started with myself
because, in a way, you start from the centre
and you move out. I guess the first thing you
think about is yourself and then other people,
and as times went by I focussed more on other
people and less on myself. Although some-
times I come back, but it’s just a subject matter
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that even though it’s close at hand, it’s just as
unknowable as anything else. So ‘yourself” is
as mysterious to you as anything else in the
world. We have the illusion that we know
ourselves but in fact we don’t. We know some
aspects of ourselves but how other people see
us is also different than how we see ourselves.

So I started by looking at myself and then
other people and then other things in the
world. And then I started to do paintings of
contemporary history subjects like the riot
paintings and other paintings about social
interactions and politics (in a way), and about
the times we live in as well.

WCC I just wonder if it’s because at a
specific moment in the history of Britain so
many artists, such as Jenny Saville, Antony
Gormley and Sarah Lucas, focused on ‘the
self’ that it appears so prominent.

MQ I think we have to remember that
in the last ten years, everyone’s sense of ‘the
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self’ has been increasing and possibly been
increasingly confused, with social media,
Instagram and the theatre of the selfie. Before,
artists were the only people making self-
portraits, now everyone does it. And it’s kind
of interesting to be an artist and to make
things about ‘the self’ in a period when ‘the
self’is becoming so mainstream. [ don’t know
if there’s any answer or anything different
that will result from this, but it’s got to be a
different period. And it’s got to have a differ-
ent resonance. And also maybe earlier artists
anticipated this period, in some ways.

WCC When we face people, of course we
would like to know how they live, what they
are thinking, what their feelings are and even
what their beliefs are —not only stories about
people living in the area, but also why they are
made in this way. I’'ve learnt from your other
interviews, for you, making art is sometimes
religious or spiritual, because the work itself
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is merely material and after being made into
art, it is assigned meanings.

MQ A work of art is no more than the
material atoms that make it, but something
else is created in the mind and emotions
of the viewer. Art is a very human thing: it
only exists truly when it is being looked at.
A painting or a sculpture obviously exists as
an object when no-one is looking at it, but
I believe it is activated by human interaction.

When I made Self — the frozen head made
from my own blood — I wanted to make an
artwork which through the language of form
and material addressed the idea of life in a
human. In other words, with the frozen head,
the form is there when the artwork is frozen,
and if you unplug it and it melts, the form dis-
appears, but you can’t say where it’s gone, you
can just say it was there and now it’s not. It’s
like life — you can’t say it’s gone somewhere,
it just existed and then it did not.
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IDEAS AND CONCEPTS
OF MAKING ART

WCC However art is made, we may see
and understand that it’s art, but you still see
that it’s about life, living, or death. So perhaps
people are the most important aspect?

MQ Society is the result of people’s
decisions, it doesn’t exist outside of people.
Everything starts with an idea. Everything
we think of as being permanent has been
invented by someone, apart from very few
things, like a rock or breathing, but I mean
everything else is an invention of people, and
the moment they’ve invented it, they pretend
it has not been invented but that it’s always
been there.

WCC What defines how people live
as they do today is their identity. In China,
we have witnessed striking changes, such
as many heritage buildings were being torn
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down without much thinking or considera-
tion by the decision-makers for society. If a
long-term view were given, maybe we don’t
need to demolish the old houses, where the
habitants’life and memory are contained and
their identity is embodied?

MQ Theydon’t want to remember certain
points of history — they want to invent some-
thing new.

WCC Yes, people’s determination of
inventing something new is becoming irre-
versible, but how can we really find the way?

MQ Conceptual art. It may often look
like figurative art, so the conceptual art is
the disguise of figurative art, but not all of
it. My Flesh Paintings can be figurative but
abstract, the Labyrinth (fingerprint) works
are figurative but they’re also abstract; the iris
paintings are figurative but abstract, so I'm
interested in the boundaries between these
two things.
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WCC So, would you say you’re a child of
modernism?

MQ Ithink modernism was already bro-
ken down by that time, and we’re in post-
modernism now. Which is a pluralistic thing,
where anything goes. In a way, it’s a very
individualistic, philosophic form of post-
modernism. It means that all different things
can coexist at the same time.

WCC Generally people like to say mod-
ernism is about art serving art. But now things
seem to have changed, in that maybe the focus
is returning to people. Do you think we will
go back again?

MQ Ithink there is no such thing as pro-
gress. Progress is an illusion, it’s just change.
People thinkwe would never return to previous
techniques “we don’t make paintings any-
more, we don’t paint people anymore, we
don’t use people as models anymore”. But it’s
just because when something becomes too
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emphasised, then it has to go back the other
way — it’s a little bit like a pendulum. If you
make too much abstract art, people make figu-
rative art, and if you make too much figurative
art, people make abstract art. Because people
have to define themselves against the com-
mon orthodoxy. So if the new orthodoxy is
minimalist abstraction, the people who want
to define themselves would make the total
opposite. To see things properly, we need to
move between one and the other. Otherwise
if you have the same thing, you stop looking
at it. If you put an artwork on the wall and
never move it, afterwards you will never look
at it again. If you move it to the other wall,
you suddenly look at it differently.

WCC When you are making your works,
do you often meet with other artists or peo-
ple?

MQ Italkto other people and have many
friends who are artists working not just in
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fine art, but in different media: musicians,
actors, filmmakers, writers. I don’t like to
spend time with people talking about the
same things. When I meet my friends, I want
to have refreshed my mind and not just talk
about work all day. Otherwise, you never
come to something new because you're just in
a group of people who all tell the same stories.
You need to bring in the outside world. You
need air to breathe.

WCC Sometimes a group of artists like
to come together so they can work together.
Sometimes they become similar; sometimes
they are thinking in the same way.

MQ I think, as an artist, the eyes just
want to find out everything about other
things. I love looking at art, but I love look-
ing at everything else as well about the world,
and to have different kinds of experiences
from things.

WCC People always try to understand
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things themselves, and people always have
different interpretations.

MQ Yes, that’salso good. If they have the
same interpretation it’s boring, all art would
be the same. Every artist has his own world. I
can’t think for anyone else, and there is no one
else who can make the kind of work I make
—it’s the product of my own individuality.

WCC My curiosity is around how you
discovered that you want to make statues
or sculptures in this way? Because before
nobody liked to make that.

MQ I guess it’s about having to have
ideas. And also about following them through
in their own ways.I don’t think an artist starts
by thinking “what am I going to make my
work about?” I think they start by making
work and then the work tells them what
it’s about. And it’s only afterwards that you
understand what you have made. You start
by making this, by making that, and that, and
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then you have a look at it altogether and you
think “oh, it’s actually maybe about people”.
For me, I don’t start by thinking “I want to
make...”, although when I have done that, it
emerged from the making process. I think
that in the process of making art, identity
emerges. You can’t come up with an identity
first and then make the art fit the identity;
you make the art first and then the identity
emerges. That’s what I think anyway.

WCC s this idea a new understanding
of the world?

MQ A new understanding of an old
thing, yes. I think that because time changes
and the world changes, nothing is the same,
so you look at something old, and then look
somewhere else and see new ideas. For exam-
ple, I was looking through books of frag-
mented antiquities and sometimes you have
the arms of one figure on it, and you think
‘what was connected to the arms? Or to the
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leg?’ And that sense of fragmentation, it made
me think that it’s actually quite interesting
because, in a way, it’s a little bit like a mem-
ory when you can’t remember a part of it,
or an emotion where one bit is really clear
and the other bit is hazy —it’s not that you've
blocked your consciousness for some kind of
psychoanalytical reason. So I think it’s very
interesting to make sculptures about feelings,
using that vocabulary of the fragment. So
I made works with my partner at the time,
and decided to make some sculptures with
my arms in it, and her body. There is no head
on either body —all the expression goes to the
arms and the body and you can really have a
kind of emotion that feels very contempo-
rary, out of a language that you might think
is the language of old art. So again, like the
disabled sculptures, it’s a bit like finding a
language that is right for invention, because it
has been forgotten for so long and when you
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focus on it and think about it, there is an inter-
esting way to make something new again.

THE ART WORLD

WCC Another thing is about the recep-
tion of art for yourself because you have
shown your works so many times, and many
people have written a lot about you. How do
you see that kind of reception of criticism and
the writings about you? Because nowadays
people like to say, when they talk about con-
temporary art, that it’s related to the under-
standing or reception of contemporary art,
and it comes to criticism. So criticism, theo-
ries, and history, are they important for art, or
are they part of the art? Does it matter if it’s
contemporary or not? Because in China, we
have often talked about it. People like to say
criticism is very important for art to evolve;
without criticism, how can we know that
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something is art or not art. So this is a very
complicated issue. Of course, others like to
say general criticism becomes less and less
important.

MQ Ithink we are going through a phase
where there is a tendency to make it become
less important, but it can change again and I
think, like in art you have to have great art-
ists, you have to have great critics or writers
as well. It’s not something that just anyone
can do well, and when there are not people
writing well about art, the criticism becomes
lessimportant, and then when there are, those
individuals lift it back up to another level.

When you do a show, you get to be written
about by the newspapers, and some of it is
interesting and some of it isn’t. It’s kind of
part of the tradition of it, and I think you’re
right, if someone writes lots of good things
about your show then people come and see it
and if they write a lot of bad things about it,
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people may still come and see it, but I think it
always helps if someone writes about it, but I
don’t think it kills it if they don’t. And I think
the idea of one person being the expert is less
prevalent these days. There are such different
ways of thinking about the world, you can’t
really say one person’s perception is right.

WCC Because this is related to the sys-
tem of the art world, do you think such a
world exists? I mean for art, people like to
say art can’t exist by itself, no matter what it
is. It is formed by the different forces, writers,
museums, curators, etc. Do you agree?

MQ Yes, all these people obviously
have an input, because I think if you could
make work and you couldn’t show it then it
becomes a kind of stifled affair, doesn’t it?
Art is about people but also looking at art is
about people — people looking at something
and having ideas about it and talking to each
other. It kind of crystallises something that

i, FEHE BT A RE R, LRI
FITREHIZ 28 25 M SR R 9 D v ML (EL
AR ZEIRBA T AR, EETHARARN
“BAIAEBT LRI T MR BT, XA
YT RIEYL, IR L EARAL”
AIEERE b o FANZAER OSSR — N FEE
FPRAS, RXERIERER; X2 VR A il
IRATEIE , BATTABIIEX — 5

everyone thinks, you're kind of giving people
stuff they didn’t know they wanted. An artist
should crystallise a feeling or an idea about
the world that you have on the tip of your
tongue but you can’t articulate —and then the
artist articulates it for you in some way.
ButIthink maybe there is a general thing in
culture that things lean more towards individ-
uals making their own mind up and less about
being told what to think by a professional
person, and I guess the real extreme of that is
in politics. When we had the Brexit referen-
dum, and some professionals gave all these
facts explaining why it was a bad thing and
the argument dropped to such a low level that
the supporters of Brexit were simply saying
“we’ve had enough of experts”. This seemed to
suggest that beliefs that are based on nothing
should also be valid. I think this mentality
risks creating a situation where everything
becomes equal, and that is very dangerous.
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That’s the extreme end of what you’re saying,
and we have to guard against that.

UPCOMING

WCC What are your new projects and
works about? When you were working on
these, did you keep in mind the themes or
topics you were previously interested in?

MQ I think that art should reflect the
times we live in and in 2015 I began to think
that, to me, the world refugee crisis is one
of the greatest humanitarian tragedies we
have seen. I really felt compelled to make a
work about it and, by doing so, help the peo-
ple involved. In fact, it was on a plane from
Beijing to London after visiting you and
CAFA that the idea first crystallised on the
back of a chocolate packet! The project is
called Our Blood and is a multi-faceted work.
It is a physical public sculpture made with
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blood donations from over 2,500 resettled
refugees and 2,500 non-refugees, and a video
installation of the donor stories which will
play on moving image billboards around the
city. The project is centred on a social move-
ment with refugees and non-refugees coming
together to raise awareness through dialogue
and educational programs. It is also a med-
itation on the value society gives different
human lives from some of the most famous
people in the world such as Paul McCartney
and Naomi Campbell to some of the most
undervalued such as refugees. It is an equal
platform for the donors’ voices and stories
and a new model of a philanthropic not-for-
profit artwork which will raise millions of
dollars to help those people who are its sub-
jects. All of the proceeds of Our Blood will
go to help refugee causes. 50% of the funds is
going to the International Rescue Committee
which is the project’s global charity partner
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and the other 50% will be given to smaller
refugee charities.

It’s a crazy amazing journey that I hope
will show not only that art can change the
world but that your blood, my blood and ref-
ugee blood are all the same. That underneath
the skin we are the same. Our Blood will be
the first work I am making with human blood
since the Self series of my own portrait. It’s
again an articulation of what I was speaking
about before of moving out into the world
and working with and helping others.

This is really pushing a work of art to the
limits of public engagement.  believe that art
can change the world by changing how people
think about a subject as well. Art is visceral
— it can affect you before you have time to
think about it. You make an emotional con-
nection before an intellectual connection and
be all the stronger for it.
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The sculpture itself consists of two, identical
cubes of frozen human blood 1-meter cubed
each weighing a ton. One is made from do-
nations by resettled refugee volunteers and
the other by non-refugee volunteers. The
two anonymous cubes will be displayed in
bespoke refrigeration units and housed in a
pavilion which is designed in collaboration
with the architect Norman Foster. It will be
first installed on the steps of the New York
Public Library on 5th Avenue in the heart of
Manhattan. Then tour around the world in
both developed and undeveloped countries.
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