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ABSTRACT B
This dissertation examines developments fin the writer's work in .
which the human skull was used as a major inspirational source of “
sculptural form. 3 o -
The research consists of four components: a selection of sculpiure o, -
executed between 1972 and 1879; a visua) analysis and an [
interpretation of works that refiect a change from the formal to a G

more expressive approach; and a description of sculpture processes
used in the execution of the works presented.

The Skull Series, which forms the major component of the practical i
work submitted, was derived from an actual human skuli. Initiaily
these sculptures were faithful wax replicas taken from 2 master
mould of this skull; consequently the scale of each skull was +
determined by the size of the arigimal. -
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INTRODUCTION

The notion of giving form to concept has always been a campelling
challenge to the imagination. It is particularly in the fine arts,
music and Titerature that analogy and metaphor so frequently
constitute the greater part of form and content.

In Hamilton and Agee's book Raymond Duchamp-Vilign (p.1i2), to
Duchamp-¥illon is attributed the statement: 'The sole purpose of the
arts is neither description nor imitation, but the creation of
unknown beings from elements which are always present but rot
apparent.' This statement defines the modern twentieth century
sculptural metaphor, in that the process of analogizing the
apparently disparate, frequently receives greater emphasis tham a
process of description and imitation.

In the Skull Serjes the aim was to aveid the descriptive and
imitative in order to equate by analogy, posture and stance of
embryo, torso or figure. Consequently, these works are neither
fully figurative nor are they completely abstract.

The aim of this dissertation s to analyse and interpret a series of
scuiptures executed by the writer, while at the same time
illustrating the conceptual -development from a formal to an
expressive approach.

The written component of this study which is derived from the
practical work, necessitated that the writer who executed the series
of sculptures also assumed the role of spectator, interpreter and
critic,

The first two sculptures to be examined in this dissertation do not
form part of the body of practical work submitted. It was
necessary, however, to deal with these works in some depth in ovrder
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to indicate the nature of a change in approach which developed over
a period of approximately seven years. The reason for the
transformation of a mainly reductive and machine-like imagery into
an organic expressive type of {mage is examined. The changes that
cccurred in the process of conception and in the method o execution
receive p.rticular emphasis. These changes 1in approach were
initially due *o a dissatisfaction with a process of execution where
personal involvement was minimal, because much of the execution of
such sculptures was carried out in factories with the aid of
technicians. It will become apparimt how a change in choice of
materials and a change in the process of execution substantially
affects the iconography of the work.

In Chapters Two and Three the major influeices that effected a
change of attitude are dealt with in detail. It was specifically
the Large Giass by Marcel Ouchamp and some Cubist sculptures that
influenced the shift from a formalist approach to the more
expressive and humanist orientation evident in the Skull Serjes.

The influences exerted by examples of early twentfeth century art
cannot be underestimated, especially when the change of approach to
the treatment of the base, reflected in a1l the later works of the
Skull Serdes, is considerad. It is emphasized that a change in the
approach to the relationship between sculpture and base,
substantially affects the content of the work,

In the final Chapter it is pointed out how the process of drawing,
in order to crystalifze and distf! sculptural ideas, can at times
operate as a substitute for making the small scale maguette before
the final sculpture is attempted.

It must be emphasised, that all the practical works presented in
this dissertation had been executed Tong before the written
component was attempted. These works were therefore not
specifically produced to provide a basis for speculative discussion,
but arose out of a need and will for tangible scuiptural form and in
an attempt to clarify and reveal a private and personal vision.

vi
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CHAPTER 1

A TRANSFORMATION IN PROCESS AND CONCEPTION

The process of casting sculpture in bronze has been known for
approximately five thousand years. The construction of sculpture by
welding metal together, however, is a recent phenomencn which was
largely pioneered by the sculptor Giulio Gonzalez in the 1920's. o
During the 1960's welding metal became a popular method of construc- i
ting sculpture, particularly amongst sculptors working in Britain o
and America. This process rapidly became more widespread and an
increasing number of sculptors turned to producing welded rather
than cast forms,

In this Chapter four works are examined: two welded metal
sculptures and two cast in metal. The first work is entitled i
Resurrection (1968). it was welded together from aluminfum{I11, la +b)
extrusions, whose dimensions were chosen from a range of standard

sizes manufactured for industrial application. Three types of

extrusions were selected: 25 x 25 x 3 mm., 50 x 50 x 10 mm. hollow

extrusion and 64 x 127 x 10 mm. extruded channel. The channel was

butted and welded together, forming a 127 mm.x 127 mm. hollow,

square section, Bends in the 50 x 50 x 10 mm.hollow extrusion were i
formed by making mitred cuts through only three sides of the
four-sided section. The uncut side was then bent to close the
wedge-shaped gaps, and the cut vaces were welded together, forming a
curve of a predetermined radius.

The final sculpture, measurino in jts greatest dimension, was ¢

made from a one-third - te. During the process of Lod
eniargement, modifications . .0 certain forms to accommodate
the change of scale. Genere . she geometrical forms which con- H

1 Wmen o three-dinensional form s onlarged, at least two primary considerations

arise: viz. whether the enlavged form is still atructurally sound, and whether
the intended meaning 18 scill retalned. A maquette is often a 'sketch' for the
laxger work; therefore the clarificarfon and modification of forms is essential,




constitute the sculpture were enlarged by means of precisa cal-
culations. The fintention of accommodating industrial and tech-
nological products in making sculpture is illustrated First by the
choice 2f material; secondly, by the use of extrusions which are
industrially available; and thirdly, by reliance on the engineer's
methods of construction.

The mechanical quaiity of the work emanates from the machined forms
and surfaces. Alupinium, a non-ferrous metal, was chosen because it
is less prone to corrosion than most other metals, and the extruded
form was selected because of ifs anonymous and clinical character.
Clearly the work was conceived as a ’permanent' rather than an
ephemeral f<>rrn.1 The precision, of necessity employed in its
construction, gave & crispness to fts forms which reveals a major
aspect of its content, Because of the angular and polished surfaces
of the individual components of form, in totality the work evokes
associations with instruments and equipment used in technological
pxr‘ucessesh2

The way 1in which the forms are camposed in Resurrection was
determined largely by an approach based on the causality principle;
that is, the curvilinear form su = as a 'primary mover', causing
displacements of the larger vertically stacked units, as well as
determining the position of the horizontal bar., The solid
components of the work are giver this particular configuration,
because structuring the shapes of spaces and gaps between solids

e tpermanency! of sculpture has been a pre-requistée “meil fairly recently. For

example, Lraditionally European sculpture wes eithet corved, cast or construsted
out of waterfals chosen not omly for their sppeaxance, but also for their
durabiliky. Only in the twentioth contury ¢id the ephemeral aspest of art works
begin to receive particulor cmphasis. Jeon Tinguely's sculpburs, Homsge to Hew
York, and movements involved in process art and carth works, broke from the
traditional cancepk of ‘permenency’.

? uring the 1960s sevoral Europesn sculptors, such as Paolozzd and Bryas Kneale in
fngland, worked in & mamner whareby the seulptures, becausa of their form and
finish, could be mssveinted with equipmest fn industrial plants, Hany of their
wovks from this period sre characterlsed by the use of cut and welded extrusions
with a machined £inieh,
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was a major consideration.! In twentieth century sculpture the

interaction between the solid and the void, between tangible form
and space, has received much attem‘.ion.z It {s not surprising that
at a time when scientists were rapidly exploring space and making '
public these discoveries, ideas surrounding the relationship between
space and matter found expression in the making of art.

Resurrection was conceived d§n  this spirit. It is easy to
imagine the work being set in motion by the flick of a switch.
Yet, apart from the fact that it can be dissembled into easily
transportable sections, it canmot move physically,  Whatever
hints of possible physical motion are evident, are of a purely
illusery nature. The units of form that constitute this sculp-
ture, while hollow, appear to be solid. These twe illusory
features render the work comparable to  represantational
painting, which occupies only twe dimensfons but appears to
occupy three.

In spite of s many reductive qualities, for example, the use
of square seuiions only, Resurrection caes not belong to the
reatm of reductive sculpture, such as minimalism. The placing
of the forms in velation to one another and in relation to the
base plate, as well as certain maneovist embellishments, all
impart a monolithic quality whick invites the spectator
continuously to seek identification with

1 Trea-atmonstonsl form 1n percelved fn o sperfal fuhbext. Util the 20th century,
space was generslly takten for granted, of 7.auuhc of aé omething the Sculphure
displaced ond wus sucrolnded by, or which cev-. - ‘tod the lnterval hetwoen figures,
tigbs and the torwo. In many examples of sculpture, however, space has
deliberately been Lncorporated as n conseioss clxbeny of design,

(ELsen, A.E. Plonsers of Modern Seulpture, arrs founcil of Great Britain.
p. 64

Jaeques Lipchits, the Constructivists, and wore recentiy, Hewry Moore, made much of
the notion of Space boing o manipuloble compoment in composing sculpture. Notable
examples are Lipehitz'a Man with a Guitar, tho worka of Naum Cabo
and many figurea by Moore, where o void £raquontly penetratoa a form.

This is on important difference between this work, the Neweastle Civic Sentre
Seulpeure, the Sronze Sculpture of 1972, derived from an Image in Duchamp's Large
Glass, end the obviously hollow seulptures in the Siull Saries whish form park of
this digsertation. —




cation with the human form. This is also partly due to the general
verticality of the compositi(m.l An organic embellishment 1ike the
curvilinear unit which braces the horizontal bar, holding it aloft,
vet marginaily yielding under its weight; the way in which the
radius of each curve appears to lend energy and tensile strength to
the curvilinear form; and the way in which it appears both to *
disrupt balance as well as prevent the structure from collapse,
place the work well outside the minimalist approach. Although the ;
base plate is not readily indentifiable as a base, partfcularly |
because of its flatness (5 mm plate}, it functions visually as an
arena upon which events are taking place. This is a feature which
is common to almost every work submitted as part of this study.
Mechanical aspects of resolving the probjem of gravity were not
dealt with by means of a singie point attachment to the base, but by
arranging forms to act as 'buttresses' to the vertical column. In
spite of {ts geometric and mechanical characteristics, a
‘biomorphic' and monolithic quality is evident which velates it
thematically to the Jater works which are wmore overtly
representational,

The untitled Newcastle Civic Centre Sculpture {1970) was executed (I11. 2a +b)
from a ore sixth scale maguette, in 5 mm., stainless steel plate,

standing 5,5 metres high. Except for the larger scale, the content

is similar and the work consists of the same units of square forms

as Resurrection. The compasitional approach was based on the same !
‘causality' principle and the execution procedures were virtually
identical, However, a major difference between these works was ane
of conception. While Resurrection was conceived outside of any
given environmental context, the intention with the Newcastle i
Scylpture was to integrate it within the context of three fountain
pools. The sculpture, mounted on a rectangular plinth, stands in i
the centre of a complex of three rectangular pools divided from one ;‘
another by troughs, accommodating and re-cycling the overflow of 4
water. The ridges of the troughs were ‘'toothed' or grooved at |

1
Speculation auggests Lhab becouse of our own posture, any vertleal form tends to
be assoctated with hunan form. For instonce, the Gometimes almost featureless
‘needle [igures' of Glacometti, are immedistaly identifisble sa humanoid,
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regular intervals in order to split the fiow of water into evenly
separated streams over the length of the pools.

The water was fed intp the pools from various points. Sixteen
water-jets facing vertically downwards, eight on each side~-face of
the horizontal bar, supplied water to the central pool. The
flanking pools, on the other hand, were supplied by submerged
water-jet: pointing vertically upwards, which, because they were
siightly submerged, caused a vigarous turbulence to the water in the
flanking pools. The water in the central pool is calm, except for a
gentle rippling effect caused by the water-jets from the horizontal
bar. The tranquility of the central pool was intended to act as a
contrast to the complexity of forms evident in the sculpture, and
the turbylence in the flanking pools was introduced to acha the
complexity of cuts, shifts and displacements in the scuipture.

The work, however, lacks integration for a number of reasons. The
overall verticality of the sculpture dominates, and in the absence
of other verticals in this composition, it serves only to focus
attention upen itself, thereby disolating it from its $mmediate
environment. Presenting @ sculpture om a plinth raises it and
therefore tends to isolate it from the environment, focussing
attention on itse]f.l In Resurrection the baseplate fulfils the
purpose of an drena, In the Newcastie Sculpture, the rectangular
plinth alcne serves the same purpose and the surrounding area of
water {s consequently incidental to the sculpture, The flow of
water from the sculpture is determined only by standard water jets,
which are placed at two terminating points of the work. This does
not allow the sculpted form to affect the direction and quality of
water flow, The entire pool complex was constructed {n cast
concrete. The introduction of stainless steel forms {n areas outside
the sculpture 1tself was never considered. This factor isolates the

T
Because Rodin intended The Burghers of Colais to exist within spectator space, he

relinguished the ratsed plinth, Using a plinkh te raise a three dimenatonat work
Erom ity {mmedisto enviropment tends to isolate it besause the eye focuses upon
the pevineter of the plinth and, given a Certain seale context, tenda to notiee
verticals pore readily than horizontals.

P
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sculpture even further because the materials, stainless steel and
concrete, were never copsidered in terms of complementing or
contrasting elements. Consequently, the original intention was not
vealized and formally the sculpture remains isolated and unrelated
to its immediate environment.

The Newcastle Civic Centre Sculpture marked the end of a period
during which mainly geometrical forms were used as components in
making sculpture. These large sculptures were made in factories
with the assistance of skilled technicians.

A growing personal dissatisfact »n with the mechanical nature of
this manufacturing process and the reductive imagery of the welded
sculptures, suggested that an organic ingredient was required if the
rigidity in the existing works was to be avoided in future
compositions. Thus, the practice of using industrially manufactured
materials, and engineering construction methods only, was abandoned.
The aim to include more organic forms in future works required a
change in method and material. A combination of modelling, casting
and assembly was chasen. This change of method and process does not
immediately eliminate the previous emphasis on formal considera-
tions, but it does herald an increasing concern with the expressive.

The next two works presented for analysis, were completed over
fourteen months, one at the end of 1972, the other in 1974. Instead
of welding metal plate or extrusjons, thesc sculptures were modelled
and consist of complex undulating forms. The particular éunfigura-
tions could not be as readily achieved by using the more #igid
techrique of welding.

Both these sculptures were derived from the Bride image in Marcel
Duchamp's work, The Bride Siripped Bare by Her Bachelors gven.t The (I17. 3)

' The Bride Strigped Bave Ly her Bachelors Byen, 1915-1923
Medium: oilpaint, lead wire, lead foil, glass and metal. Size: Glass 2,70m
high,




choice of this image can be partly exp]ained.1 The entire
free-standing Large Glass is contained within a fairly elaborate

metal frame which focuses attention on structural consideration,

Within the image itself a complex arrangement of interrelated
mechanical and organic forms are evident. It is easy to visualise

the image of The Bride as a potentially three~dimensional form (m. 4)
standing upon a ground plane. In addition to the complex “
interrelationships of mechanical and organic form also evident
other works by Duchamp, the image is of interest because it has
eluded precise iconographical interpretation.

The first work inspired by the Large Glass was made in 1972. It {I11, 5a + b)
measures 709 mm. x 400 mm, in its largest dimension. Compared to the

previous works discussed, it represents a drastic reduction in i
scale. This scale was chosen because it was the size used for
previous maquettes: large enough te investigate the combined use of P
mechanical and organic form, yet small enough to be handled
comfortably. In the same exploratory spirit, plaster of Paris was
chosen &s modelling material, as it allowed for almost unlimited
modifications.

Significantly, the final work was envisaged on a small scale and
could be executed privately without the assistance of technicians. i
The practice of working on a small scale was, therefore, more
private than executing 1-rge-scale works. Whereas the previous two
pieces were inspired by achanical and technological sources, this
sculpture was inspired by an existing work of art. The reason for

The reconatructed version by Richard Hamilton vas seen by the author on an =
exhibition enticled, The Almost Complete Works of Marcel Duchamp, held at the Tate
Gallery, londan, in 1966, At the time the suthor was making sculpture more
reductive and formalistic than 15 evident in Resurrection. These works consisted
mainly of modular elepents. It fo the combined usz of the organic and the
geometrical in the Lavge Glass that suggested altermatives for the future
development of these constructions. i

Notably two paintings: The Passage from the Virgin to the Brice, oil on canvas,
1912; Bride, oil on canvas, 1912,
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this was a conscicus attempt to study from 'the Master’

The completed plaster of Paris model was cast in brm\ze.2 The work
bears cert..n similarities ta the Bride. However, major differences(lil.5a + b}
are apparent: two 'figures' are discernabie, one incorporated in a
shield-Tike form, the other held some distance away by a flat planar
extension; a second 'head’, which does not appear in The Bride. In
addition to the rectangular base, each 'figure' has {its own
‘footing’ which emphasises a separateness of elements within
this single form. The general verticality of the compesition again
. invaites associations with the erect human form. The figures with
- their cleft 'heads' appear to be in a state of confrontation and are

3 In this lies a covert corres- H

readily seen as two protagonists.
3 pondence to the earlier welded works where the cross bars and the )
erect columns evoke a similar feeling of confrontation. In both

cases, the rectangular bases serve the purpose of an arema upon
which the events are presented; the bases also define a format of
space in which context the forms are seen. '

i~ The approach to composition shows marked differences. The forms in
the 1972 bronze were not composed in accordance with an approach
;LT based on a ‘causality’ principle as used in the welded sculptures.
The units of form tend to be fleshy and organic, rather than

) In the past it was common practice for students to copy £rom the Old Masters in L

B order to acquire certain skilla, Hore recently, axtists have often derived works
fairly divectly from works by other artists, e.g. Glacometti's Card Players after
Cezanne; Picasso's Helmeted Figure after Rembrandt, as well as several other works
by Picasso after Velasquez.

Bronze was chosen not only because ir vas traditionally used for casting sculpture,
bur because of the wide range of patinas that could be applied to its surface,
Moreover, bronze tends to have fever associations with the world of technology
than stainless ateel. An edition of three caste was made, using the cire perdu
process. Only two casts were finally assesbled. These casts are unique in the
series of bronzes; like the welded scolpture, they appear to be solid while, in .
fact, they are hollow, The third cast wes cut up, and its parts used in i
subsequent sculptures,

tNotably non-referentisl, it nevertheless presents 1Ltself as two figures,
protagonists, sach on its ows 'foot! or base.' -
(Martienssen, H.M. Neels Coetzee. Afrox, 1978, third page.) o




reductive and geometric. The structuring of spaces between solids
received Tess attention than in the welded works, because modelling
and structuring solid form was a major concern. As an exploratory
exercise, the work succeeds, insofar as a different vocabulary of
form was Tound and a scale more appropriate to private work was
established.

The Untitled Bronze of 1974, measuring 320 mm. x 480 mm. in its (I11. 6a + b)
largest dimensions, marks a further reduction in scale, as well as

a more overt degree of representation. A process of direct

modelling in wax was used.1

The formal considerations of structuring form as well as spatial o
shapes, giving virtualiy equal attention to both. evident in :
this work as in the welded sculptures. The base t Jes as an H
arena upon which the forms are placed. In additic Jce-frame'

is introduced to define certain limits of space that are pertinent
to apprehending the sculpted fcrms.2 l

A greater degree of representation is appavent in this work, i
particulariy in the Figure presented within a niche or shield. A
shrouded or masked head, arms/breasts and curved planar extensions
that could simulate legs, are clearly discernible, It has a |
distinct ‘female' quality, sometimes seen in African fertility i
figurines. Furthermore, it has a passiveness which is also evident ;
in The Bride image. The almost insect~iike form, firmly standing on

Because of Lts small scale, the forms fn this sculpture could be cast solid, Wax
was chosen as modelling material both for its mallesbility and becouse no master §
mould if required. It also means that there ia only one original, viz. the branze !
cast. 1f no editions sre svailable, the unique csse is obvicusly more precious.
& a time when large editions of miltiples were faehionable, the preclousness of a
unique cest vas conseiously striven for in this work.

Space~frame: a term used by both sculptors ond painters. As the name Suggests, it i
provides o framed area of apace, acerntusting and defining salient aspests of a !
work, A8 @ base cen define a horlzontal visuak Hmit to a work, a space-frame Zs ;
often used in sculpture to define vertical limits efther frontally or in both |
width and depth  The use of the 'space-fremc’ affects both fam and contemt and ;
is not merely a ponderous formal exevsise. A particularly complex example of this :
16 Giacometti's Palace st b a.m, !

i
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the base, partly inciines towards the ‘female figure', which is held
in suspension by the 'space-frame'. The vertical figure, rooted to
the base, is gemerally a more ‘'aggressive' form, consisting of
sharply defined and acutely angled planes. As there is no evidence
of a conscious engagement in representationalism, no specific
analogies can be rigorously appiied. The process of deriving a
different vocabulary of form from The Bride, which tas started in
the untitlied work of 1972, was still being pursued in this work, but
divect similarities to Jhe Bride are fewer, 1if not altogether
absent.

Significant changes in conception and process between the welded
works and the bronzes are readily seen. First, the use of a
*causal’ principle of composition, whereby a form would be held in
position by another form, or one form would push and tilt an
adjoining form, is less evident in this bronze. Individual compo-
nents of form are less mechanistically related in the bronzes.
Whereas the welded works were inspired by mechanistic sources, the
bronzes were inspired by an existing work of art. The change in
scale changed the working process from a clinical activity in a
factory, to a private and intimate one within a private studio. The
essentially anonymous, mass produced, industrial extrusions which
were previously used as umits of form, were abandoned in favour of
mode]1ing materials fn which organic forms were individually moulded
and then cast in bronze, Machined surfaces in the aluminium and
stainless steel works contrast sharply with textural and colour
changes, evident in the bronzes. By oxidizing bronze in different
ways, a wide range of colours and surface effects can be achieved.
Such & wide range o_f patinas cannot be established on aluminium or
stainless steel surfaces. Colour menipulation in bronze affects
changes in the content of a work, for instance, certain types of
green patinas could evoke associations with Greek or Roman bmnzes.1

! The application of differently colourad patinas on hronze presents considerations
to the sculptor which are normally regarded as the prerogative of the
dater. , the colour on a bronze sculpture has

a signiffcant influence on Lts content,

[N
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Despite these differences, similarities between the welded works and
the bronzes do exist. Although considerably less evident in the
welded works, the bases nevertheless define visual Timits within
which the forms are seen. It is particularly in the Bronze
Sculpture of 1974 that the base functions as an arena upon which the
forms are presented. The base is unusually large for the sculpted
forms it carries. This leads one to conclude that it is the
particular scale relationship between the base and the sculpted form
that suggests an analogy between ‘base’ and 'awena'.1 Although it
is least evident in the bronze of 1972, the incorporation of space
2s a conscious element of form is a common feature fn all the
scuiptures discussed here.

1o Fensible Monumen for o City Square: Mats blowing in the Wind, 1969, by Claes

Oldenburg, a stmilar scale relationship betyeen sculpted form and base is evident.
e analogy between base and arona or square cen also be made here.
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CHAPTER 11
[EFFECTS OF MATERIAL AND PROCESS ON ICONOGRAPHY

Small sculptures, particularly when set upoa large prominent bases
that may suggest an arena, city square or landscape, are visually
less dependent on, or influenced by, features of a surrounding
environment. The base raises the work an. helps to define visual
limits within which the forms are perceived; the {mmediate context
of the sculpted forms is predetermined. Consequently, the work is
more readily perceived as jsolated and distinct from other objects
around it. In contrast with constructing large sculpture, the
sculptor can control medium and process more rapidly when working on
a small scale. In a series of small works different ideas can be
realised and executed much more quickly than in large works. Such
considerations partly determined the scale of the Skull Series.

During the 1960's and early 1970's, bronze was rejected as a sculp-
ture medium by some ?eading scuiptors {In England, Europe and
America, because bronze was a traditionally-accepted med'ium.1 These
sculptors explored new materials previously not used for making
scu1pture.2 Sculpture executed in these materials was generally
characterized by forms that were reductive, non-figurative and
easily reproducible.

Prior to the Skull Series an increasing personal concern with the
figurative and with a humanist content, turned the interest to

 similar idess had beon held by the Puturists acme 50 years earlicr.

% Isaac Witkin, Philip Ring amongat othars, were working in Elbreglass, a medium
mainlv used in wass production procassas. Willlam Tucker and Michael Bolus were

working in other uynthetic materials like perspex.

See also: Gallery Catal London: *The ey 'y 1965,
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traditional materials and processes. Bronze, particularly when only
one cast was made, presented associations with traditional processes
used by ancient civilizations in parts of Africa and the Orient, as
well as by the Creeks and the Romans. The notion of & small
portable scale and the uniqueness of one single cast, evoked
associations of preciousness, frequently attached to the traditional
velic. The human skull with its traditional reliquary connotaticns
seemed wost appropriate as source material. Furthermore, fn life
the human head is believed to be the seat that controls all human
faculties, yet after death the skull §s seen as a symbol of death
and decay, reminding us of the transience of life. The obvious
irony implied by these notions urged a stronger interest in the
human skull as an image.

Wax was again preferred as moueiling materia), because only a single
cast in bronze was to be made. Skull-Tike forms, smaller than
life-size, were modelled in wax sheets. In these models the skull
appeared complete with the lower mandible. The images that resulted
contained elements of the comical which were unsatisfactory and
inappropriate, especially in the light of the symbolic connotation
of death, generally attached to the skull. Furthermore, the
intention was to distort the basic skull form into cunfiguratiens
that would suggest the human {igure in various contorted postures.
It seemed that in order to achieve this it would be necessary to
increase the size of future models tu the size of an actual skull.
This would allow the cranfum to play a more dominant compositional
role.

Synthetic rubber moulds were then taken of a human skull and of its
Tower mandible. Wax casts of approximately 3 mm. thick were taken
from the mould of the skull and from the mould of the Tower
mandible. The first compositions contained both skull and Tower
mandible, These results were also concidered unsatisfactory because
they were too specifically recognisable as skulls and not
sufficiently suggestive of the human figure. Since this direct
reference to the skull image had to be reduced, the lower mandible
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was not used in subsequent composivions. The wax casts of the skull
were also cut open at the base in order to reveal the interior
cavity. This, to some extent, helped to reduce specific reference
to the skull and fincreased the possibility of including forms
derived from other sources.

A major source was the The Bride image in the top panel of The Bride
Stripped Bare by Her Bachelors Even Ly Marcel Duchamp. This image
was selected as source material because of its anthropemorphic, as
well as for its mechanical features. The origin of forms
constituting The Bride image may be traced to Duchamps' early
paintings Sad Young Man in a Train and Nude Descending 3 Staircase
(na.l).1 In the first picture, Duchamp expressly .:cied to re-
present wotion by vendering four to five successive profiles, partly
overiapping, evoking the image of a passenger jolted to and fro on a
moving train. In both versions of Nude Descending a Staircase {No.
1, and No. 2}, Duchamp's inspiration was provided by Jules Etienne
Marey's chronephotographs in which successive multiple exposures
revealed the dynamics of human and animal figures in mot'ion.2 In
the paintings of 1912, The Passage of the Virgin to the Bride and
Ihe Bride, all the forms evident in The Bride image of The Large
Glass, are clearly discernible. The mechanical ingredient is not
only present in the way the Bride image is depicted atop a
structural grid, but the carefully executed mechanical drawings from
the Green Box further substantiate the artist's concern with
mechanical form. The notion of the human figure as a mechanical
object is introduced not only through visual imagery, but also by
linguistic means. Part of the B8ride imege is, for {nstance,
referred to as the 'sex cylinder'; Duchamp informs us further that
[P the Bride is basically a motor ....., she is an internal
combustion engine.' The ovoid shape at the Jower Teft-hand side of

T
Duchamp, H. Sad Young Man fn o fraln (1931)
Nude Descending a Staircege (No, %, 1911)

% Tomking, C. e World of Marcel Duchump, Tine Incorporaed, New York:
1966, .26,
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was not used in subsequent compositions. The wax casts of the skull
were also cut open at the base in order to reveal the interior
cavity. This, to some extent, nelped to reduce specific reference L ‘
to the skull and increased the possibility of including forms
derived from other sources.

A major source was the The Bride image in the top panel of The Bride
Stripped Bare by Her Bachelors Even by Marcel Duchamp. This image
was selected as source material because of fits anthropomorphic, as
well as for its mechanical features., The origin of forms i
constituting The Bride image may be traced to Duchamps' early
paintings Sad Young Man in a Train and Nude Descending a Staircase
{ro.1).> In the first picture, Duchamp expressly tried to re-
present motion by rendering four to five successive profiles, partly
overiapping, avoking the image of a passenger jolted to and fro on a
moving train. 1In both versions of Nude Descending a Staircase (No.
1, and No. 2), Duchamp's inspiration was provided by Jules Etienne
Marey's chronophotographs in which successive multiple exposures
revealed the dynamics of human and animal figures in mtion.z In
the paintings of 1912, The Passage of the Virgin to the Bride and
TJhe_ Bride, all the forms evident in The Bride image of The Large
Glass, are clearly discernible. The mechanical irgredient is not
anly present in the way the Bride image is depicted atop a
structural grid, but the carefully executed mechanical drawings from
the Green Box further substantiate the artist's concern with (I11. 4)
mechanical form. The notion of the human figure as a mechanical
object is introduced not only through visual imagery, but also by

Tinguistic means. Part of the Bride image 1s, for instance, =
referred to as the ‘sex cylinder'; Duchamp informs us further that
LN the Bride is basfcally a motor ....., she is an internal

combustion engine.' The ovoid shape at the Tower left-hand side of

® Duchanp, M. $ad Young Man n a Tragn (1931}
Nude Descgnding ¢ Staircgse (No. 2, .11}

2
Tomkins, C. The World of Marcel Duchemp, Time Incorporated, New York:
1986, p.26.
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the Bride panel is her 'reservoir of love gasoline which she herself
secretes,'

Although the Bride image is a flat, two-dimensional form, changes in
shape, colour and tone create illusions of three-dimensionality. In
the Skull Series it is notably the shielded or shrouded form of the
Bride that suggested incorporating shields in some works, In such
works the shield suggests a protective device unlike the shield form
‘behind' the Bride, which is more suggestive of presenting forms
within & niche-1ike structure. When we attempt to read this image
as 1illusory of three-dimensiona) form, the mechanical grid-like
structure beneath the Bride suggests a 'base'. Such a base in
actual three-dimensional terms would suggest a precariousness of
balance in bath visual and psychological teyms. The precariousiy-
balanced skull and shield in Gulgoltha was placed on a grid-like {I11. 7a + b)
base derived from this part of the Bride image.

1

The Skull Series, although consisting primarily of organic and
anthropomorphic forms, contains a mechanical ingredient which was a
predominant feature of earlier works: the repeated use of
protective shields, instrument-iike attenuations of essentially
organic forms, and structural, Tlinear grids that provide
enviranments or bases to the Skull image. Certain specific features
of an actual skull were altered in producing the Skull Serfes. On
an actual skull, the sutures are seen as linear divisions of the
cranium into symmetrical units. In the bronze series they are :
rendered as incisions and dislodged fractures, separated planes and o
fragments which are never symmetrical. :

i
In the actual skull, orifices are small and the form purports to be ‘
solid. When casting an actual skull, the method of closed core 2
casting would be wused. 8y contrast, the sculptures reveal
cavernous openings, exposing two surfaces of the cast sheet. No :

Thia method is used with forms wherw a hollow cast {8 made in order to reduce
welght and cracking, through shrinkage of the matal when caoling, The hollow is i
crested by a suspended core inside tho mould which ia removed after the work has 4
been cast in metal. K

(T - - . e L
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illusion of a solid mass is created where, in actuality, a hollow
exists. An open core cast is used, revealing the thickness of the
bronze which {s partly determined by casting requirements. In these
bronzes it imparts a rind or flange-like quality, not evident in an
actual ctkull. The actual skull consists largely of the cranium
which is a contained dome-like or hemispherical form. In the
Skyll Series, the cranium is always distorted to an extent where
identification can be made with foetal forms, torsos or figures in
different stances and postures.

The larger scale, dictatad by the wax replicas of an actual skull,
could now accommodate the aim and intention. The first acceptable
result that emerged was an Untitled Compositiun (1976}, consisting
of two skulls set on a travertine base. The one skull appears to be
tumbled on ts 'back' by the other. The base is conventional, in
that :t functions as & display pedestal. This sets the work apart
from most other sculptures in the Skull Series, where the base
performs the function of an arena, or becomes integrated with the
skull form, to an extent that it {is no longer read as a base.

{I11. 8a + b)

Gulgoltha and Bier, both of 1978, are examples of this integration. 8}1 7a+b

The forms in the 1976 work reflect an intention that is similar to
that of traditional modelling or carving. A series of differently
shaped *humps' and 'hollows' within each skull form are fashioned to
create a sense of a force, inside the modelied form, which
apparently thrusts the surface into different undulations. It
differs from traditional closed cove casts, which suggest a solid
form. Here the form is opened on at Teast one side, indicating that
there is, in fact, no interior substance uther than a void. While
certain angles would suggest a solid form, a crack or dislodgement
of a plane would arrest this i3lusion, revealing the hollowness of
the form.

In classical and other traditional brenzes, an illusion of solidity
exists.” The Greeks carved a wooden core of the intended form, then

1
Tie aowe 11lusion exists Ln the wolded metal sculptures apd in the first
derivation from The Buide {1972),

1.9+ b
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spread a layer of wax like a skin over it, incising details into the
wax. When the core was removed, the figure remained ostensibly
solid and similar to a solid carved sculpture. It is actually
hollow, a fact not revealed by the surface. With the development of
bronze casting, the core was later poured in Iiquid form,
eliminating the need for carving a core. These bronzes are
therefore unlike a carving, in that they are less than what they
appear to  be. The {llusory aspect of this resembles
representational painting, which appears to show three dimensions
while occupying only two.

In the Skull Series, the bronzes iike the actual skull, appear as a
container; but in the bronzes, unlike in the actual skull, this
container is seen to be holiow., These sculptures are consequently
more ‘skull-Tike' than an actual skuli appears to be.

The skulls in the 197€ Unt’tled Composition have been transformed to
ap extent that they read not only as skulls, but also as human or
animal bodies set in conilict. The notion of opposition is more
specifically and figuratively stated than in the welded sculptures,

which are less recognisably figurative than the Skull Ser‘les.2 This
would seem to indicate a deep-seated difference between the two
approaches. The forms in the welded works consist of non-figurative
metal sections. These are composed within an area of space, the
forms apparently set in opposing positions. As no definite
identification can be made with the figurative world of recogniszble
beings, the image refers back to 1itself only. In this sense the

work is of a veductive nature, excluding the possibility of
referring to anything other than itself. The content appears to be
Timited within the houndaries of a formal 'polemic' about qualities
of material, surface, proportion and the visual relationships be-
tween matter and space.3

" Marctenssen, H.M. Neels Coatzes. Afrox, 1978, Fifth page.

% Resurrection, Newcastle. 1970,

3 this seens to apply to the Reductiviats generally.

- w&wﬂw

(I11. 8a + b)
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The forms of the Skull Series have, by contrast, a strong figurative
ingredient, executed in a malleable material which allows for a
wider ramge of configurations of form. These forms are also H
o~ composed in an area of space and set in opposing positions upon :
bases. Definite fidentifications with the recognisable world of
beings can be made and therefore the image refers more to those
associated images than to itself. Not being of a reductive nature,
the content does not only revolve around formal qualities of fo.
material, surface, proportion and the visual relationship between
matter and space. Although such formal criteria can be appliad,
reference §s primarily te issues and associations outside the field
of purely formal interpretation. This would seem to indicate that i
the first approach is limited to making references mainly to the
‘ formal, while the second approach is also making continuous !
reference to a world cutside the purely formal.

Fad e

The Skull Series is characterised by referential associations with
human and/or animal forms.” An actual skull, despite its symbolic
content, remains an anonymous and de-personalised form or image.
Sculptures in the Skull Series assume specific identities in :
b specifically personal situations. In Gulgoltha, the skull is{I1}. 7a + b}
thrust against & rigid grille or rack, the cranium cracked and H
dislodged, yet bearing an ineffectval and crumpled shield, In the i
sculpture entitled Moive Meimarmene, the skull {is caught and(I11.10a + b)
N suspended in a rectangular branch-1ike form which has evidently torn b
~ and destroyed it. In Bier, the skull has the protection of a shietd, (I11. %a +b) |,
yet it is tumbled on its side and set upon a high irregular bier-
Tike structure.

- In order to deal primarily with sculpted form rather than render
images of readily recognisable skulls, the particular image of the

skull had to be partially sacrificed. The lower mandibie was nevar
used, because it made too specific and obvious references to an

 Barlier vorks vere notably more non-referential, in thak no overt visual reference H
was nade to the world of recognisable images. In spite of an Abstract Surrealist ;
quality fn Resurrection, it remains cssentislly an snopymous technological 1
structure both in mediun and content, :
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actual skull. For the same reason, forms other than those derived
from the actual skull, for instance, shields were added. Eariier
works, which were constructed with mechanical precision from
unyielding metal plate, contained less fluid and organic form than
forms modelled in wax. ihe process of modeiling directly in wax on
a small scale is much more direct and readily alterable than working
sheet metal or extruded industrial sections. A major difference
between the Skull Series and earlier works in sheet metal is that
the 'skulls', while existing in space, are also seen to contain
space within the form. The earlier works exist in space and
encompass space. They are apparently solid, but in fact, holTow.
The eariier works can be seew as icons to technology, whereas the
Skull Series is rooted in human reference.

The small scale, the immediacy of the modelling process and the
intention to create configurations of forms that would assume
specific identities in specifically personal situations, place the
Skull Series in a category of sculpture which has become known as
‘private’ rather than 'putlic’ work.l

1
Certain small-scale works by nineteenth-century Fremch sculptors, for instance
Rude and Carpeaux, stand in direct contrast, in both form and content, to their

large scale-public commisaions.
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CHAPTER 111
EARLY TWENTIETH-CENTURY INFLUENCES

Amongst the sculptures submitter for this study, there are notably
three works trat appear to have strong stylistic affinities with

some Cubist sculpture. The works Untitled Composition 1974, (I17. Ga+b)‘

B e Lt

Composition I 1978, and The Afrox Award 1978, bear stylistic(Ili. 11 + 12)

resemblance specifically to Roger de 1a fresnaye's Italian Woman,
Raymond Duchamp-Villon's, The Horse, Jacques Lipchitz's Sailer with
Guitar, Alexander Archipenko's Walking Woman and Woman Combing her
hair.

Albeit of an illusory nature, that is, pictorial illusions of
advancing and receding forms, spatial relations between s¢lids and
voids, opaquepess and transparency, the revolutions of Analytic
Cubism contained much that was of interest to sculptors at the time.
The Analytic Cubist peinter's rendering of a human head by means of
concave and convex solids, intersecting plames and ambiguous
transparencies, contain structural and metaphorical implications for
sculptors that substantially affected the sculptural vocabulary of
the twentieth-century. It is precisely that quality of early Cubist
paintings that makes allusijon to intersecting planes, solids and
voids that can challenge the imagination of a sculptor into
interpreting these illusory images into actual three-dimensional
constructions.

A personal interest in Cubist sculpture arose mainly because these
sculptures demonstrated in three-dimensional form an interplay
between solid and void, as well as an interplay between organic and

de 1a Fresnaye, Roger. Iralian Woman, (1912).

Buchamp-Villon, Raymond. Tne Horse, (1914).

Archipenko, Alexander. Woman Comblng her Hair, (1915). Walking Women, (1912),
Lipchitz, Jacques, Sailor with Guitar, (1914),
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mechanical form which is so apparent in the Large Glass. The

influence Cubist sculpture had on the making of Untitled

Composition, Composition I, and The Afrox Award was not specifically
linked to the Cubist concern with the dissolution of mass. Rather,
the Large Glass and Cubist sculpture together suggested ways of
invigorating a personal form vocabulary {until then meinly limited
to mechanical forms, as evident in Resurrection and the Newcastle
Civic Sculpture), with organic and figurative ingredients. It fs
assumed that the history of Cubist sculpture begins with Picasso's
Homan's Head1 {1909). This work constitutes a three-dimensjonal
equivalent of Seated Woman (Wgman Green) by the same artist,
executed in the same year. The two-dimensional statement of a face
constructed by means of adjoining, intersecting, advancing and
receding planes, is realised three-dimensionally in tangible bronze.
Structural features of the head, that is, cheekbone, jaw, forehead,
bridge of nose, are rendered in a structural and geometric fashjon.
These features sometimes stand as arched supports, sometimes as
strafght spans from which are suspended detafls that equate tendon,
muscle and skin. The surface of the sculpture is fragmented into
irregular jagged facets, convex and concave protrusions and hollows.
Elements of a mechanistic rendering of a human form are clearly
evident and jt was precisely these features that suggested the
possibility of imbuing the previously mechanical form vocabulary, as
manifested in Resurrection for instance, with an organic ingredient.

A mechanistic rendering of the human form is even more apparent in
Roger de 1a Fresnaye's Italian Woman {1912). The head, shoulders,
arms and torso are contained in a solid mass, the surface of which
is divided into a series of flat and curved intersecting planes.
The subtleties of the surfaces of the human snatomy that actually
consist of innumerable concave and convex double-curved planes, are
here simplified into virtually flat and curved planes alone.

The seductive, supple surfaces of nineteenth century nudes are
absent from this approach to figuration. Instead, the geometrical

1 Rosenbium, R, Cubism and Tventieth Century Art. Harry N, Abrams Inc.,
Publishers, New York, p,291.

(11 13)
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and mechanistic rendering, despite the elegance of posiure, is more
veminiscent of a suit of armour with its articulated, interlocking
Joints.

In Alexander Archipenko's Woman Combing Her Hair (1915), a similar
feature is discernible in the awkward junctions of Timbs, which at
the same time suggest potential movement and elegance. In Horse of
the sawe year, we find an equation of organic and mechanical forms
'..v... in which the sculptor has confounded the locomotive energy
of the horse with a churning equine engine of muscular wheels and
taut cranks'.t

Alexander Archipenko's Walking (1912) captures some of the radical
inversion of solid and void which is so characteristic of Analytic
Cubism. Areas of the human anatomy, Tike the head and torso, which
are masses of maximum density, are rendeved as voids. The stance of
the figure has a somewhat mechanical rigidity and erectness. A leg,
normaily conceived of and known to be solid, is rendered as a hollaw
and tapered cylinder. The compactness of masses as seen in
traditional European sculpture, is here substituted by a shattering
of mass, a penetration through solids, whick provides a visual
interplay between solid and void.

In the Untitled Composition (1974) the sculpted forms are presented
on a geometrical base that provides & horizontal, visual format in
the context of which the forms are apprehended. Contrary to the
aesthetic of the Cubist sculptor who strove to break up mass, the
intention 1in this case was to retain elements of geometrical forms
and to imbue them with a specific organic content that would suggest
humanoid qualities, Unlike the bland industrial extrusions used in
previous works, these forms are faceted, and angled planes curve
concavely and convexly.

The sculpted forms are set in the context of an irregular space
frame, which defines spatial Timits within which the forms are read.

! Rosenblun R, Gubism and Tvenbieth Gentury Art. Farcy H. Aorems Tnc.,
Publishers, New York, 1975, p.293,

(111. 14)

(111, 6a + b}
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One figure attached to and held within the space-frame could be seen
as a female figure, contained in a niche-1ike shield with Tegs
tucked askew beneath the shield. The 'breasts’ or 'arms' bear a
marked resemblance to the fore-arms, wrists and hands in de 1z
Fresnaye's Italian Woman. The tegs are rendered as a splintered
hollow cylinder, each fragment evoking associations with a human
limb. This feature resembles the treatment of tie cylindrical leg
in Archipenka's Walking. Similarly, the free-standing figure with
its head inclined towards the suspended figure, consists of
tongitudinal fragments of a cylinder that have been faceted into a
series of intersecting planes. The complex tilting of angled
planes, sometimes overlapping other forms, was introduced to achieve
fluid movements over and around surfaces as well as to compel a
continuoys circling of the work., A direct Cubist influence is
evidenced in the interplay between spaces and solids.

Composition I (1975) that followed shortly after Untitled{(I11. Ila +b)
Compositian (1974) is less complex in that no space-frame is used(I11. 6a + b)

and the distinct presence of 'two figures' is not clearly stated but
impifed. The vertically placed struts that support a multi-faceted
meandering form are again splintered cylindrical sections. These
sections, in spite of organic undulations, balance and interlock in
a mechanical way. They recall the awkward junction of limbs 'in
Lipchitz's Sailor with Guitar and Archipenko's Woman Combing her
Hair where joints, such as the knees, are rendered in a mechanical
fashion, suggesting dismemberment. In spite of the elegant posture
of Composition I (1975), these semi-mechanical forms, meeting at
inclined angles, evoke the feeling that they could be unhinged at a
touch. From certain angles it can be seen that the forms are joined
by means of overlapping planes, a feature which is reminiscent of e
collage process. Curved planes dominate the exterior surfaces,
inviting a continuous circling of the forms. At intervals these
surfaces are interrupted by angular flat planes that are directed
towards the interior spaces. A diagonal bar, thrust between the
vertical forms, increases focus on the void between these forms.
Figurative identification can be made, particularly as proportional
relationships between various compenents suggest legs, torso and

(111. 13)

(111, 15)

{11, 16)
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head. However, precise figurative interpretations cannot be made.

In The Afrox Award (1978), based on a version executed in 1974, (I11. 12a +b)

figurative references are apparent.1 The parallel vertical supports
can be interpreted as the legs of an erect figure. Above these are
placed interlocking mechanical and organic fragments which suggest
waving arm movements. It §s, however, not apparent where the
evocution of the anatomical ends and the mechanical begins. In
content and metaphor this werk falls broadly into a realm of
sculpture which was initiated by Duchamp-Villon's The Horse (1914).
'In the process of analogizing equine anatomy and mechanical shapes
the artist so transformed his sources as to make them inseparabie
and almost unrecognisable.'

Untjtied Compgsition (1974), Compasition I (1975) and Jhe Afrox
Awapd (1978) display atfinities with Cubist sculpture in that the
interdependence of solid and void as compositional devices are
explored as an underlying concept. Jacques Lipchitz's comment on
Cubist sculpture may also be applied to the intention behind these
works: ‘It was a means of re-examining the nature of sculpture as
an art of three-dimensjons, space, mass, plane and directions. 3

The imeges in Duchemp’s Large Glass also sparked an interest in
Cubist sculpture. This conmection between Cubist sculpture and
Marcel Duchamp's work 1s noted by Rosenblum '......... Duchamp~

Villon has created an extraordinary equation of the organic and

" fhe Afrox ward was made in 1974, shorely after Untitled Compusition of the same
Yyear, 1In 1978, Afrox Limited, chonged the name of this award from Afrox Award to
The Afrox Award. A new base with the modified inscription was, therefore,
required. Upon seeing the 'original' after Four yesrs, it wes decided to remske
the entire trophy on a lovger scale, The new award differs greatly from the
original,

® Bleen, Albert E. Pionsers of Modorn Sculptura. Arts Gouneil of Great Britatn,
1975, p.p. 28,29,

> Jacques Lipehitz with H.H, Arnason, My Lie in Seylpbure. Viking, 1572, p. L6z,
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mechanical that has affinities with his brother Marcel's Machine
1
Hen.'

The works executed in 1974/75 contain figurative associations. This
arose out of a desire not to lose contact with nature, as well as &
strong notion that 'abstract shapes permitted the retention of human
qualities',

In the Skull Series, the effects of a Cubist influence are
manifested in a manner that has no overt resemblance to Cubist
sculpture or to the three sculptures made between 1974 and 1978.
The link between the Skull Series and the work of the preceding
period is of a purely conceptual nature. Parts of some skulls evoke
associations with a human torso in a given posture, In some of
these skulls may be found occasional traces of the undulating
sensuousness of a female nude by Archipenko. The juxtaposition of
the organic and the mechanica) in Cubist sculpture is evident in the
Skuil Series only in so far as the mainly organic skull form is
invariably placed in the context of a base or shield or grid which
possesses mechanical features. The sense of dislocation, collapse
and dismemberment in the way some Cubist sculptors render joints
between parts of 1imbs, manifests ftself in the skulls as a
shattered and dislodged cranium or broken shield. The Cubist
interplay between solid and void is apparent only in so far as the
skull is rendered partially as a solid form, although it is clearly
seen to be an empty container.

The works made under Cubist infiuence are of major importance, in
that they served to link the formalist concerns that dominated the
early works discussed 1in this dissertation, to an increasing
preoccupation with the expressive and humanistic which characterises
the Skull Series.

1 Rosenblum, R. Cubiow and Twentioth Ceneury Act. Tarry N. Arams Inc.,
Publishera, New York, 1976, p. 293,
2

Elsen, Albert E. Plonsers of Modern Seulpture, Arcs Gounctl of Great Britaln,
1975, p. 28, A Comment on the Sculpturo of Jncquos Lipehitz.
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CHAPTER IV
THE RELATIONSHIP BETWEEN CONYENT AND THE SCULPTED BASE

The base that supports a sculpture frequently functions as a
pedestal or podium which elevates the work above whatever surface it
may be placed upon. However, the base can, for instance, be in-
tegrated into the form and content ¢f a sculpture, in which case the
removal of such a base would substantially alter the meaning of the
work. It is a known fact that in certain periods of the history of
art, architects were responsible for the design of pedestals for
free-standing sculpture, as they were for the design of niches which
were to contain scuipture. For a long time it was also generzlly
accepted that sculpture had to be elevated from the ground, thereby
holding the spectator at a respectful distance. In order to ensure
the grandeur and elevated nature of sculpture, so much emphasis was
placed on the pedestal that the height of such work we~, at times,
doubled once it was placed in situ. This was common practice in the
nineteenth century, a time when sculpture jtself was regarded as a
branch of pl*n‘]osophy.1 Men and women of great intellect, or heroes
of the state, were depicted in such an elevated manner. The aim was
to raise the mind of the man in the street above the mundane and
commonplace of day-to-day 11v1ngA2

Smailer sculpture for interiors also received bases or plinths, in
order to separate them from the floor, shelf or table. In early
twentieth-century salons, figures were frequently presented on

*Sculpture wes & status synbol in aristocratfic and middle class homas and gerdens.
Viewed as a branch of philosophy, aculpture's place was in & natfon's education
system as woll s in ita most honoured, physicnl settings, .... It not only
srovided modsls of othical conduct, but of good physicai posture.' Elsen, A.E.
Pioneera of Modern Seulpture, p. 8.

“The traditional definition of sculpture ineisted upon the selective and easteful
initation of living forma. The depiction of objects by sculptors in the past hed
been special cases, involving trophies of war, eymbols of professions, and
sttributes of gods and mortals,' Elsen, AE. Ploneers of Modern Seulpture.
.39,
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sculptured bases that simulated waves, clouds, river banks, etc.
It was Rodin who, by burying the base of his life-size Eve (1897),
indicated his intention to place sculpture within spectator space.
For Rodin the use of a base was an option and not a prerequisite.
His small figure studies of Can-Can dancers, studies of various
parts of the humen anatomy, had no bases at all and could be
handled. These sculptures had no fixed orientation and ‘as they
were turned in one's hands they took on a new Tife.’

With equal disregard for the base, Degas placed his Little Dancer of
14_years (1880-81) on a base made from the flooring of a practice
hall. His Woman in & Tub (1886) alsc shows Tittle concern for the
traditional base, particularly if it is borne in mind that the work
is to be viewed from above. In Madonna of the Rocks (1912),
Archipenko integrated the rocks or ‘base’ into the general
composition of the sculpture. In several instances, Brancusi
eliminated the base altogether. Prometheys (1911) and Sleeping Huse
(1910} are not in any way dependent on « base; object-1ike, they
can be handled and placed anywhere. Epsiein, in his original
version of the Rock Drill (1913) placed the figure on an actual
preumatic drill, mounted on fts triped.

The sculptures that form part of the early phase in the
Skull Series are simply mounted on plinths as unified and {solated
images. So much attention was given to the distortion and
transformation of the skull inte forms that would display affinities
with contorted figures, or parts of figures, that their relationship
to the base was given scant attention at the time. This applies to
the first in the series, an untitled pair of Skulls (1976), mounted
on a travertine base. Three other untitled Skulls of 1976, and a

¥ In 1897 Hodin exatbited a bronze versisn of his 1ife-sise Iug and Literslly buried
its base in the dirt Floor of the Paris Salon Hall, Eleen, A.F. Ploneers of
Modern Sculpture. p. 75,

Stetnbers, L. Other Griteria, Oxford, 1972, Ihe assay on Rodin was revised from

its original veralon of 1963 and publishad a8 a catalogue by Ghares Slatkin
Gallertes.
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Skull entitled Composition Il of 1977, are mounted on cylindrical
stainless steel bases.

In Vater works when the skulls became move figure-like, the skull
image as such was increasingly sacrificed in order to deal with
sculpted form. This opened possibilities for the introduction of
forms other than those derived from the skull. Small planar
sppendages in earlier skuilc now became large protective shields, a
development which made it necessary to provide a context other than
a plinth for these works.

Initially the shielded figures were placed on flat rectangular

bases. In Figure and Shieid 1, (1977) the rectangular base,(I11. 17a + b)
although no longer a vertical plinth, does not fully function as an

active and integrated contextual environment for the work. The

blade-1ike extensions, emerging from underneath the shield, twist

towards the ground and lie angled against the base. These forms

could have been integrated with the base had the even surface of the

base been alttered by means of undulations or tiits,

fost of the works belonging to the Skull Series are untitled or they
were given non-specific titles such as Compesition or Figure and
Shield. In order to heighten the expressive content of a particular
stance or posture in & skull, increasing attention was given to the
integration of the base with the skuil form. The effect of this
integration of base and skull suggested, for instance, a Tigure in a
landscape or a figure within some other predetermined envirenment.
It was this heightened figurative and expressive content that
prompted the more specific titles given to certain works, for
example, Christine {1978), a title which was derived from events in{I11. 18a + b}

-

‘Uneitled (1976) by contrast is ripped and tangled far beyond its original fom,
and indeed recognisable as n skull only by its comtext in the general serfes.
...Atnost cynically this wild near-abstract assemblage is mounted on an impeccable
stainless stsel base,! (Marticnssen, U, Neels Coebses, Afrox, 1978, seventt
page,) The bases to some sculpturea of this perfod have bullt-in revolvable
mechanisns, These wore introduced in order to mske all Lhe aspects of the
sculpture occessible to the viewer, Instead of having to move oround the
sculpture, the bass can be turned,
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the history of 1 girl who spent most of HWorld War II in
concentration carnps.1 This title, chosen after the work was &
completed, indicates that there waz no intention to express elements
of her particular fate. The titlc was, bhowever, chosen because the
torn gouged, and lacerated figure, caught in a branched form, evoked
a feeling of being trapped or imprisomed. The skull in this
instance is presented within the context of linear, branched forms
and placed wupon an irregular platform, supported by rough
irreguiarly shaped legs. However, the pletform in this case could
have been better integrated with the skull fore, had the smooth
. surface of the platform been divrupted in some way in order to
Y velate to the cracked and distorted surfaces of the skull. To some
JEN extent the legs supporting the whole structure do, in their
roughness and jrregularity, relate to the branched form encompassing
the skuli.

LR

Moira Heimarmene (1978) is & distorted skull fragment suspended in a(I1). 10a + b)
1 I branch-Tike structure.z In this work the platform and skull are
more integrated than in Christine. The torn and roughiened edges of {111. 18a + b}
the platform bear similarities to the branched forms and the
Jacerations evident in the skull itself. Part of the bLranch-like
structure moves parallel to the horizontal surface of the platform,
1 disrupting the blandness of this surface. The verticality of the
rough supports js continued into the upright branched forms, causing
a vertical thrust from the ground to the upper extremities of the

T S ——E

compasition. d
The horizontal, irregular grid in Gulgoltha (1978)4 appears less {I13. 7a + b} ||
i
!
i
1 e Afrikaans play Christine by Bartho Smit, is aléo based on eplsodes fn her H
life
? jncient Greek: meaning *the relentless and irrevocable movement of fate
® The rough supports in Christine, Moira Hetmarmene and Biex, ave 'found' bromze
!: sections from a foundry, These Sections are runmers or sprues cut off large

bronzes after casting. (See Glossary of Terms.}

#ncieot Armenian word for ‘place of execunion'. No referemce to Jesus of Nazareth
18, hovever, intended.
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the history of a girl who spent most of World War 1I in
concentration camps.:l This title, chosen after the work was
completed, indicates that there was no intention to express elements
of her particular fate. The title was, however, chosen because the
torn gouged, and lacerated figure, caught in a branched form, evoked
a feeling of being trapped or imprisoned. The skull 1in this .
instance is presented within the context of linear, branched forms
and placed upon an dirregular platform, supported by rough
irregularly shaped legs. However, the platform in this case could
have been better integrated with the skull form, had the smooth
surface of the platform beeh disrupted in some way in order to
relate to the cracked and distorted surfaces of the skull. To some
extent the Jegs supporting the whole structure do, in their
roughness and irregularity, relate to the branched form encompassing
the skull. i

o o

Moira Heimarmene (1978) §s 2 distorted skull fragment suspended in a(I11. 102 + b) i
branch-Tike sﬂ:ructm-e.2 In this work the platform and skull are

more integrated than in Christine. The torn and roughened edges of (I11. 18a + b)
the platform bear similarities to the branched forms and the

lacerations evident in the skull itself. Part of the branch-like

structure moves parallel to the horizontal surface of the platform,

disrupting the blandness of this surface. The verticality of the

rough supports is continued into the upright branched forms, causing

a vertical thrust from the ground to the upper extremities of the

compasition.

The horizontal, jrregular grid in Gulgoltha (1978)4 appears less (I11. 7a +b)

The Afrikaans play Christine by Bartho Smic, is also based on episodes in her
iife.

Ancient Greek: meaning 'the relentless and frrevocable wovement of fate'

3
fhe rough supports in Christtne, Moira Metmarmene and Bier, are 'found' bronze
sections from a foundry. These sections are runners or sprues cut off large
bronzes after casting. (See Glossary of Terms.)

Ancient Armenian word for ‘place of execution'. No reference to Jesus of Nazareth
18, however, intended.




Tike a base than in any preceding work belonging to the Skull Series.
Here the grid dictates how the work is to be placed, but it is not
merely a recognisable base as is the case in most of the works that
constitute the Skull Series. The grid which supports the shielded
skull suggests an abandoned, dislocated rack, the staves of which
ave in disarray. The cracks and tears in the skull are accentuated
by shifts in surface levels, suggesting a dislodgement of the
frontal bone from the cranium, The shield, from one viewpoint,
appears to curve elegantly to another side, but is, in fact, crushed
into the temple, apparently causing a crack in the frontal bone.
The integration between the shielded skull and its ground support
can be ascribed to an equivalent degree of dislodgement of parts, in
both tie skull section and the grid.

In Bier, & toppled or semi-recumbent shielded rlull is presented (I11. Sa + b)
upon an irregular frame with four irregular supports. The
horizonta) plane structure supporting the shielded skull, although
raised off the ground, contains 31 section that surrounds and
encloses part of the skuil. The shield that partially covers the
skull buckles and curves around the horizontal plane upon which the
skull rests. Such features in the composition suggest a series of
diagonal thrusts that continually move the eye from the ground plane
to the vertical extremities of the work, as well as moving
diagonally across the horizontal extremities, Rough, craggy
surfaces in both the shielded skull and the supporting structure
facilitate an {ntegration between skull and bier.

In Judas XIII (1979), the base is cast from a wax pouring that has (111, 1%a + b)
no ciear geometrically defined extremities. The edges are ‘pocled’,
irregular, organic shapes. The surface of this base also retains
sTight undulations, caused by pouring wax while in an advanced stage
of cooling. The surface, as well as the edges, have in commen
highly organic properties and the visual qualities of poured,
cooling wax is retained in the cast. The bronze base is mounted
upon four short supports that are not visible from normal viewing
angles, making the base plate appear as if it hovers above the
surface upon which it stands. A shielded skull and bronze casts of
actual twigs are mounted on this base. Together the skull, twigs
and base plate suggest a figure in a landscape. The base, the skull




image and the ‘trees' appear less interrelated than in the

composition Gulgoitha (1978), as no conscious attempt was made to{Il1.7a + b)
relate these elements formally. The intention was not to rely on

formaiist solutions but to evoke a mood or atmosphere by intuitively

placing the elements of composition. Judas XIII resembles in spirit{I11.19a + b)
the calm austerity of those surrealistic figures on city squares by H
Giacometti. The placing of these figures appears also not to have
been dictated by purely formalist considerations, as Giacometti's
emphasis on the intuitive and expressive is frequently evident in
both his drawings and his scu‘!pture.l -

The title, Judas XIIl was given only after the work was completed.
According to one account of the fate of Judas Iscariot after his act
of betrayal, he '... purchased a field with the reward of iniquity;
and falling headlong, he burst asunder in the midst, and all his
bowels gushed out. And it 4s known to all the dweilers at
Jerusalem; insomuch as that field is called in their praper tongue,
Aceldama, that is to say, the field of blood. For it is written in
the bouk of Psalms, let his habitation be desoiate, and let no man
dwell therein: and his bishopric let another take.

This sculptured arena with its bare tree-like forms and fractured
tottering skull and shield, evokes a mood of desolation and
barrenness which brought to mind this particular account of the last
days of Judas Iscariot.

In Judas X111, Bier and Bulgoltha, the skull forms are set in an }
environment; the skull forms are essentially stripped of skull-like

& comment on Walking Man (1948): ‘Giacometti's flgure is like a valking shadow,
<sss the modern version of the man who walks alone and in the darkness of
Descartes, .,..As we look at the nervous pencil lines of the drawing - hesitent,
tentative, 1t is as L the paper support melted away - an impression increased by
the subtle linking of the figure with the vast surrounding margin by areas of
drawiog where the contour s absent or broken, Lquivalent effecta in the bronze
derive from the vibrant modelling, ...... Dhe Eigure seems evoded by the space i
that encompasses Lt. Strachen, W.J, Towards Sculpeure. p. 197

% fhe Holy Bible. King James Bdition, The Aots of the Apostles, Chapter L, verses "
18, 19, 20.
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attributes. In each case it is the specific relationship between
the skull form and environmental structure that evokes a particular
mood and content; these figures assume specific fidentities in
specific human situations. It is the inter-relationship between
sculpted form and a sculpted base that makes the base or pedestal an
essential element of the composition. If such a base were altered
or removed, the meaning of the work would change significantly.

AN sculptures do not necessarily require a base or pedestal. Some
small works by Redin eliminate the base altogether and are merely
placed on shelves or tables; consequently they sometimes find their
home in the human hand. Attempts by Boccioni and Brancusi either to
integrate or eliminate the base, demonstrate the fiexibility of
approach which the new sculpture trends of the twentieth century
nffered} It would be erronecus to insist that bases should always
be integrated into the overall design of sculpture, or that all
sculpture must be freed of the base. Innovations around the use and
function of the base is an aspect of sculpture that deserves to be
given the closest attention.

[€3

In works llke Development of s Bottle in Space (1912}, Boccioni began to

integrate the sculpture base into the deaign of the sculpture.

{11) Brancusi uses & simple cubical pedests: for the version of The Kiss (1908)
which g in tho Nontparnasse Cematery.

SN A
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CHAPTER ¥ |
DRAWING AS AN EXPLORATORY DEVICE 1

The first thoughts or 'sketches' that preceded many of the
sculptures presented for this research, were diagrams that captured
some essential characteristics of the whole concept and design.
These 'sketches' or diagrams also served as an initial aid for
resolving technical and mechanical problems that arise in the
construction and execution of the final sculpture.

A diagram is a way uf conveying the relationship at work

inside some kind of unity. It {s a visual form of logical

thinking .... It can be about how the human body works;

how to dismantle an automobile axle; how to work out a

wind- pattern over terrain; how the ideas in a philosophy

or scientific process are connected.!
There are scuiptors who do not make use of the illusionistic device
of preparatory sketches before embarking on the final work. A
sculptor who works with a formalist approach and who chooses a
process of composing simple geometric units, may well crystallize
the 'original idea' more successfully by using the direct method of
constructing a small scale version of the envisaged sculpture. In
such an instance, drawing or sketching the idea beforehand may serve
no practical purpose beyond simply establishing format, structure
and proportion., An artist Vike Edoardo Villa prefers to sculpt in a H
direct spontaneous and intuitive manner. His insistence on {
spontaneity requires that ideas are transtated directly ints three
dimensions. Villa's initial exploratory means to crystallize his
ideas for a sculpture take the form of small-scale maquettes
constructed in cardboard. In using this method the sculptor
immediately establishes proportional relationships 1in  three 2 i
dimensions.

 Bawson, Philip. The Art of Druwing. Mecbonald and Co. London and Sydney,
1583, .6l




By contrast, some sculptors use an exact drawing, diacram or a rapid
scribble, as a significant means of exploring and crystallizing an
idea. When considered in terms of the evolution of a work, the
drawing or first-idea scribble resembles the initial three-dimen-
sional cardboard maquette, insofar as they Loth serve to clarify for
the sculptor notions about form and content. For a sculpter who
initially makes use of the illusory image, either rapidly sketched
or drawn exactly, the idea is fairly quickly represented in unified
visual form. Even highly complex organic and geometrical forms can
thus be recorded on a flat surface in a comparatively short time.

Proposed Golossal Monument for the Thames Estuary: Knee (1966) by
Claes Oldenburg and Walking Man (1948) by Giacometti are both
drawings which illustrate how a rapid scribble can encapsulate the
entire \'dea‘1 Most of the sculptures presented as part of this
study have first been conceived in sketched form. These sketches
were important insofar as the general idea was developed, while no
particular attention was given to the details of specific
relationships between parts. It s this way of developing the
general idea that distinguishes the sculptor who first visualises
his idea in a sketch, from the one who explores the idea directly in
three dimensions, Although the works in the Skull Series are all of
a small scale, the preliminary drawings do not actually suggest any
particular scale or size. Through a process of repeatedly drawing
the ‘original d{dea' in different configurations, ideas can be
explored in an almost unlimited number of ways. The sketches for
the Skull Serigs were never regarded as finished works of art. They
should merely be considered as investigations into the formal and
conceptual possibilities suggested by the 'original idea'. The
conceptual investigation would mainly involve speculations about the

1
Oldenburg {n fact builda up notebock-drawings of this kind that cen amount to as
many es aix hundred per year. Some of these drawings are eventuslly Te-drawn s
precision drawings, to be referred to in the excoution of the £inal sculpture.

P o ———
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nature of the intended form, choice of materials and processes to be
used in the construction and execution of the final work. On a
technical level, the process of drawing would partially clarify ways
of technically combining different methods of construction and
ultimate assembly.

The 'tife' of initial 'sketches' is for as long as they serve as an
aid in executing the final work; beyond this they serve no purpose.
In most sketches and drawings illustrated in this dissertation, it
is ciear that no attempt was made to compose the image in relation
to the format. This demonstrates that such sketches were not
intended to be seen as final works, but served merely as formal and
conceptual explorations in a Targer process.

The necessity to clarify ideas first through sketches and drawings
may have arisen because of the anticipation of such complexities as
combining geometrical units with undulating organic form. As the
content envisaged was of an expressive rather than of a formalist
nature, the process of drawing the 'original idea' demanded that the
drawings or sketches themselves contained an expressive quality.
The quatity of mark in certain drawings at times dictated the
choice of material for the sculpture. It was, for instance, the

quality of some marks in the preliminary sketches for Bier (1978),(I13. 20a + b

that suggested the use of rough offcuts of bronze runners, rather
than neatly extruded sections.

0istilling and crystallizing an idea by sketching and drawing
contributes substantially to the establishment of a springboard for
the practical execution dn three dimensions, Such drawings,
however, always remain initial explorations. In the process of
establishing three-dimensiona) equivalents far the fnitial
two-dimensional image, major considerations arise which are strictly
outside the scope and purpose of this kind of drawing. First, the
flat illusory image, or 'primary mover', must be realised in a
material that can equate the kind of form embodied in this image.
Once the appropriate material is found, recognisable features of the
flat image must be efther modelled, cast, moulded, constructed or

!
i
|
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carved, Sometimes a combination of these methods would be used.
Once an initial equivalent of the image is recognisable in
- . three-dimensional form, such a form assures autonomy over the sketch .
or drawing. This form may now suggest possible configurations that *
are not evident in the original drawing. In executing the sculpture
Hoira Heimarmene (1978), actual twigs were incorporated, and finally {I11. 2la + b; i
cast in bronze in order to equate the thorn-like superstructure that
P surrounds the skuil. Although the drawn image generally resembles
| the final sculpture, major differences are discernible. In
composing the three-dimensional version of the superstructure, the
branches were knotted and tied together with heavy string; this
feature is not evident in the drawing, but now assumes major
v importance as part of the form and content in the sculpted work.
s The drawn image of the skull strongly suggests {only one view was
drawn) that the contorted skull is complete. In the sculpture, 1
hawever, a partial skull appears, apparently ripped open and gutted. {I17. 10b)
The drawing suggests that the skull is curled around the crossbar
with the cranium in the upper section of the compasition; in the i
sculpture the skull {is suspended from the superstructure, the
cranium hanging 1imply abave the base. In the drawing there is no
indication of a base, the composition 1is supported by the
branch-1ike forms themselves; in the sculpture a dominant
table-1ike structure forms a definite base.

When vealising the initial two-dimensional rendering of an idea in
three-dimensional sculpted form, such modifications seem imperative,
1 largely becanse of & change in mode as well as a shift in
conception. A sketch with only one viewpoint, occupying a flat
surface and relying on an {llusionistic mode achieved by the use of
3 tone and Tine, demands of the viewer different perceptual and visual
skills than does a three-dimensional tangible form with its numerous
viewpoints and space-occupying properties. The multitudinous
viewing angles of a sculpture necessarily demand that a conceptual
shift is introduced in order to give each aspect the appropriate i
degree of interest and vitality. :

i

i

A comparison between the sketches for Moira Heimarmene and {I11. 21b) N
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Synthol-Dome reveals the difference between types of drawing that (I11. 22a)
may contain all the essential features which the sculptor may
inftially require in order to pursue the idea fn three dimensions. i
The sketch for Moira Hefmarmene contains fairly detailed
descriptions of the skull image - details that were, in fact, never
: used in the final work. The superstructure coentains no detail of
i . form, but the angular type of mark used to render this image merely
suggests branch-1ike forms. This sketch, containing carefully
manipulated and undulating tonal areas is closer to what would
generally be considered a completed drawing. In the sketch for
Synthol-Dome we have, in fact, a first-idea scribble which was
. executed in less than one minute. Nonetheless, this scribble
e already contains all the essential features that constitute the
final sculpture. The only major change discernible between this
roughly drawn image and the final work is that the horizontal
cylindrical forms beneath the 'dome' in the drawing were rendered as
undulating ribbon-tike forms in the sculpture. (111, 22b}

PR

Unlike the mechanical draughtsman who sets out to produce an exact i
r E working drawing or schematic equivalent of a motor-car or building, H
the sculptor-draughtsman only crystallizes and distils an idea in x
drawn or sketched form. The scuiptor-draughtsman uses drawing as a
device to render a non-visual, non-tangible thought or feeling
graspable and communicable by means of visual perception, and this
is then only an fnitial stage in the will for tangible form. (
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CONCLUSTON

Although some early works are discussed in detail, they do not
constitute part of the practical component of this study; they have
been included in order to illustrate the changes in imagery that
occurred between 1968 and 1975. The first two works, Resurrection
{1968) and the Newcastle Civic Centre Sculpture (1970} are
influenced by sculptural tendencies evident in European sculpture of
the mid 1860°'s. The major preoccupations in this kind of sculpture
were with the abstract arrangement of geometrical units. In spite
of a certain sensibility to detail relations, romposition and
technical finesse, there seems little that can be regarded as an
established personal imagery.

The two Untitled Compositions of 1972 and 1974 reveal a shift from
overtly mechanistic industrial sources, to an awareness of early
twentieth-century art, notably some Cubist sculpture and Duchamp's
The Bride $tripped Bare by her Bachelors Even. The attention, as
revealed in these works, appears to focus on historical sources
rather than on contemporary movements. This is also emphasized by
the choice of material, which reflects a preoccupation with the
traditionally known method of modelling, moulding and casting in
bronze, using the ancient lost-wax process. The small scale of
these two works not only constitutes a drastic break with the
methods employed for former sculptures, but also represents a
departure fram current trends, such as reductivism as well as the
tendency towards making large, abstract, steel sculpture.

Furthermore, the sculpture credos of the 1960's and the 1970's
emphasized the non-figurative, whereas in these small works ¢
distinct figurative and sometimes vepresentational element s
clearly discernible. The emphasis on technical finesse is a feature
common to all the works discussed. However, in Resurrection and in
the Hewcastle Sculpture, finishes are achieved by wechanical means
{sometimes even executed by technicians), whereas in all the later
works the mechanical process is replaced by the hand-crafted form,
personally executed.

|
i
i
|
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The sculptures in the Skull_Series which represents the practical
component of this study affirms an interest not only in small scale
works, hut ' the figurative and the representational. In this
series, somewhat contrary to many international sculpture trends of
the 187G's, the recognizably anthropomorphic or biomorphic object,
the skull, is used as source material. Consequently the works
consistently re” + ko the figurative. The early sculptures in this
series are plac. Jpon bases that function as display pedestals.
The concern for the figurative and expressive content of the
sculpture itself was so emphatic that the formal integration between
seulpted fovm and base in this case was a secondary consideration.
However, in the later works of this series, when the skulls were
increasingly transformed into metaphors for ‘'figures', it was
thought necessary to introduce a stronger inter-rel-tionship between
the skul? forms and their supparting structures. In some works, as
in Judas X111 (1979), the skull form on its supporting structure
evokes associations with a fig.re in a landscape. In other works
1ike Gulgoltha {1978) and Bier, of the same year, no reference is
made to a figure 1in a landscape; rather, the works evoke
associations with figures pinned or bound to vacks. In Gulgeltha
the grid which support~ the skull form can hardly be seen as a
conventional base or pedestal, as it does nof raise the skull form
significantly above the ground plame. Formally, this grid is a
horizontal structure, a relief pattern that demarcates a surface, a
context within which the skull and shield are seen. This jmplies
that the top view of the work is as important as the side views, a
feature which recalls Degas' Woman in a Tub (1886),. where a major
viewpoint is from above. In Bier the shielded recumbent skull fs
presented on a base or structure, a pedestal, like a wmovable
tunerary stand or a bier. Here the 'base’ or 'pedestal' does not
merely serve to raise the work, it becames a formal and
iconographical extension of the skull. Whether the base 1s used as
a pedestal or whether 1t becomes an extension of form to enhance the
work, is a factor which depends entirely on the intention of the
scuiptor regarding concept, form and content. Many sculptures by
Anthony Caro demonstrate that the base may also be dispensed with
altogethzr if the sculptural intention requires this.
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Drawing as an exploeratory device in conceiving form and clarifying
intention, dates back over many centuries. Amongst twentieth- B
century sculptors, it was particularly ihe drawings of Henry Moore, :
Alberto Giacometti and Claes Oldenburg that suggested drawing as a

methed of distiiling ideas for the series of works presented here. i .
Moore's drawings of figures in landscaves, Giacometti's walking N
figures, and Oldenburg’s visualizations of gigantic hats and massive \ i !
monuments, demonstrated that drawing can be used as a means of *‘
conceptualizing and visually exploring a sculptural idea. Such ;

drawings form an integral part of the evolution of a creative _
process because the sketch or drawing of the 'original idea' can be
seen as an equivalent of the small scale wmaquette. This
5 f particularly applies to the preliminary drawings for small H
‘ sculpture, 1ike the Skull Series, as these drawings actually obviate I
the need for making maquettes. In the case of very large
sculptvres, however, a drawing alone may not fulfil the function of H
a maquette adequately.

Conceptually the Skull Series is concerned with the human condition
in a broad sense and with the tragic nature of man's destiny. There
is not one work in the series which does not take on the character
of either a whole body or parts of a body; the viewer can discern
backs and heads; elements which hook and gouge. Tears, cracks and
lacerations characterize these skulls repeatedly. The shield-like
forms symbolizing ineffectual defence, are invariably dented and
torr,  The skulls in their context of racks, grilles and tumbling
structures, set up an interaction between solid and void that
heightens the sense of emotiona) tension and conflict.

Formally and iconcgraphically the overt drama in these works places
them in a genre of twentieth-century European sculpture which has
been explored particularly by Germaine Richier and Alberto
Giacometti. Corresponding features may also be found in the works
of & number of post-second World War British sculptors, specifically {1
the varly works of Kenneth Armitage, Reg Butler, Lynn Chadwick and
Bernard Meadows.

i
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The initial influences from Cubist sculpture as well as from the
Large Glass, introduced a shift away from mechanistic sources
towards more hwmanist sources; from the non-figurative towards the
figurative. When the human skull was selected as source material
the concern was more with the expressive than with the formal
content. The clinical and anonymous was replaced with the evocative
and perseral. The Series is linked to an iconic tradition which was
comprehensively developed in Mediaeval times and continues to this
day. The use of a traditional material and process and the choice
of iconography represent a concern with the spiritua) and with man's
fate. At the same time this also represents a rejection of
‘formalist experimentation', which has often neglected and
disregarded the humanistic and metaphysical.

e o
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GLOSSARY OF TECHNICAL TERMS

Chase

Core

Crucible

Dross or Slag

Flashes or Feathers

Furnace

Grog

Investment

Kiln

To work the surface of a metal; for
example, to remove the remains of
runners and risers with chisels and
matting tools.

The moulding material inside a hollow
sculpture,

The container in which the metal is
melted ~ usually made of graphite and
carborundum,

Impurities floating on the surface of
molten metal,

Slivers of bronze on a bronze cast
where bronze has run into cracks in the
luto mould,

A piece of equipment used for melting
metal.

Pulverised ceramic or chamotte.

Fireproof, porous materfal used for
building the mould around the wax, as
well as for pouring the core. It
usually consists of a mixture of
plaster of Paris, grog, luto and water.
Other investments Tike ceramic shell
are alsc available.

Equipment used for firing and curing
Tuto moulds until all the wax is lost.

luto ...




Luto

Master Copy

Matting

Mould

Pinning

Patina

Pouring gate

The investrent material (plaster, grog,
Juto and water) after 1t has been fired
and removed from the bronze cast

The sculptor's original work from which
the founder takes a negative imprint in
order to make wax replicas of the
master copy. Tie master copy which is
never destroyed is usually retained by
the sculptor.

To work over an area of the bronze
which has been pinned or repaired in
order to make this area resembie the
surrounding surface,

A negative jmprint of an eriginal work.

A method of closing small holes in a
bronze cast whereby a bronze pin is
permanently dinserted into a hole and
then matted to resemble the surrounding
surface, Pinning 1s mainly used to
close holes in the bronze left by nails
or metal rods which held the core in
position.

Colouring of bronze which either occurs
naturally or is induced by different
types of chemical treatment

Orifice in Juto mould through which the
molten metal is poured before spreading

through the system of runners.

/Risers .oiiie..
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Risers

Runners

Shank and ring

Tongs

Vents through which air and gases
escape when motten metal is poured into
the luto mould.

Channels through which the molten metal
flows jnto the Tuto mould to fill the
impression left by the Tost wax.

Metal ring held by two shafts in which
the crucible containing the moiten
metal is placed for pouring.

Tongs are used to remove the crucible
containing molten metal from the
furnace.

This §s the term appiied to the
positive wax model made from a master
copy. This wax is normally inspected
by the sculptor before the founder
proceeds with the casting process.
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RESURRECTION (1968) WELDED ALUMINIUM AND STEEL '

He 2,1m. W 1,2m,

D. f,2m.




2a

NEWCASTLE CIVIC CENTRE SCULPTURE (1970)

Bath. R P

b
STaINLESS STEEL
H. 5,5m. W 2,5m D. 3m.
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THE BRINE STRIPPED BARE BY HER
BACHELORS EVEN (1915 - 1923)
DUGHAMP, MARCEL

OILPAINT, LEAD, WIRE, LEAD FOIL,
GLASS AND METAL

STZ8:  (CLASS 2,7m. HIGH)

*

4

THE BRIDE IMAGE: A DRAWING FROM
THE_GREEN BOX

DUCHAMP, MARCEL
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UNTITLED (1972) BRONZE H. 709mm. W. 400mm. D, 187mm.




UNTITLED COMPOSITION (1974) BRONZE ON BRASS
H. 320mm., W. 480mm. D. 310mm.




ke
GULGOLTHA (1978) BRONZE ON COPPER
H. 192mm. W. 352m. D. 240mm.

.
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UNTITLED COMPOSITION (1976) BRONZE ON TRAVERTINE

H. 290mm.

W. 250mm. D. 195mm,
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BIER (1978} BRONZE.

H.

9%
250mm. W. 295mm. D. 264mm.




MOIRA HEIMARMENE (1978) BRONZE AND COPPER
H. 455mm. W, 357mm. D. 247mm.




11a 11b
COMPOSITION I (1975) BRONZE ON STEEL
H. 520mm. W. t10mm. D. 9Com.




THE AFROX AWARD (1978) BRONZE ON £TALULESS STEEL
H. 436mm. W. 130mm. D, 80mm.




13

ITALIAN WoMAN (1912) BRONZE

DE LA FRESNAYE, ROGER

WOMAN COMBING HER BAIR (1915) BRONZE

14

ARCHIPENKO, ALEXANDER




15 16
WALKING (1912) BRONZE SAILOR WITH GUITAR (1914)
ARCHIPENKC, ALEZANDER LIPCHITZ, JACQUES




i
FISURE AND SHIELD I (1977) BRONZE ON BRASS AND MARBLE
v H. 165mm. W, 303mm. D. 185mm,




18b
CHRISTINE (1978) BRONZE AND GOPPER
H. 420om. W, 346mm. D. 185mm.




196
JUDAS XIIT (1979) BRONZE
H. 33mm. W, 560mm. D. 240mm.




20b

SKETCHES FOR 'BIER' (1978)

20a. BALLPOINT ON PAPER: 320mm. x 230mm.
20b. BALLPCINT OR PAPER: 230mm. x 170mm,

., . B3, - Wwates .



MOIRA HEIMARMEN' (1978) BRONZE AND COFPER
H. 455mm. W. 357mm. D. 247mm.

SKETCH FOR "MOIRA HEIMARMENR' (1978)

PENCIL ON PAPER. 160mm x 10mm.
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22a - 22b
SKETCH FOR 'SYNTHOL-DOME' (1983) SYNTHOL-DOME {1983)
KOKL PEN ON PAPER BRONZE ON STAINLYSS STEEL

. 360mm. W. 160mm. D. 150mm.
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