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ABSTRACT

T h is  d is s e r ta t io n  examines developments in  th e  w r i t e r 's  work in  

which th e  human s k u l l  was used as a m a jo r in s p ira t io n a l source o f 

s c u lp tu ra l form .

The research  c o n s is ts  o f  fo u r  components: a s e le c t io n  o f  s cu lp tu re  

executed between 1972 and 1979; a v is u a l a n a ly s is  and an 

in te r p r e ta t io n  o f  works th a t  r e f le c t  a change from  th e  fo rm al to  a 

more exp ress ive  approach; and a d e s c r ip t io n  o f  s c u lp tu re  processes 

used in  th e  exe cu tio n  o f  th e  works presented.

The S k u ll S e rie s , which forms th e  m ajor component o f  th e  p ra c t ic a l 

work sub m itted , was de rive d  from  an a c tu a l human s k u l l . I n i t i a l l y  

these scu lp tu re s  were f a i t h f u l  wax re p lic a s  taken from  a m aster 

mould o f  t h is  s k u l l ;  consequently th e  sca le  o f  each s k u l l  was 

determ ined by th e  s iz e  o f  th e  o r ig in a l .
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INTRODUCTION

The n o tio n  o f  g iv in g  form  to  concept has always been a com p e llin g  

cha llen ge to  th e  im a g in a tio n . I t  is  p a r t ic u la r ly  in  th e  f in e  a r ts ,  

music and l i t e r a t u r e  th a t  analogy and metaphor so fre q u e n t ly  

c o n s t i tu te  th e  g re a te r  p a r t  o f  form  and co n te n t.

In  H am ilton and Agee 's book Raymond D uchano-V illon  ( p .11 2 ), to  

D ucham p-V illon is  a t t r ib u te d  th e  s ta tem ent: 'The s o le  purpose o f  the 

a r ts  i s  n e ith e r  d e s c r ip t io n  no r im i ta t io n ,  bu t th e  c re a tio n  o f 

unknown beings from  elements which a re  always pre sen t bu t no t 

a p pa ren t. 1 T h is  sta tem ent de fin e s  th e  modern tw e n tie th  cen tu ry  

s c u lp tu ra l m etaphor, in  th a t  th e  process o f  a n a lo g iz in g  the

a p pa ren tly  d is p a ra te , fre q u e n t ly  re ce ive s  g re a te r  emphasis than a 

process o f d e s c r ip t io n  and im ita t io n .

In  th e  S ku ll S e rie s  th e  aim was to  avo id  th e  d e s c r ip t iv e  and

im ita t iv e  in  o rd e r to  equate by an a lo gy , p o s tu re  and s tance o f 

embryo, to rs o  o r  f ig u r e .  Consequently, these works are  n e ith e r  

f u l l y  f ig u r a t iv e  no r are th ey  com p le te ly  a b s tra c t .

The a im  o f  t h is  d is s e r ta t io n  Is  to  ana lyse  and in te r p r e t  a s e r ie s  o f  

sc u lp tu re s  executed by th e  w r i t e r ,  w h ile  a t  th e  same tim e

i l lu s t r a t i n g  th e  conceptual development from  a fo rm al to  an 

exp ress ive  approach.

The w r i t t e n  component o f  t h is  s tudy which is  de rive d  from  the  

p r a c t ic a l w ork , n e ce ss ita te d  th a t  th e  w r i t e r  who executed th e  se r ie s  

o f s cu lp tu re s  a ls o  assumed th e  ro le  o f  s p e c ta to r , in te r p r e te r  and

The f i r s t  two scu lp tu re s  to  be examined in  t h is  d is s e r ta t io n  do no t 

form  p a r t  o f  th e  body o f  p ra c t ic a l work sub m itted . I t  was

necessary, however, to  deal w ith  these works in  some depth in  o rd e r



to  in d ic a te  the  na tu re  o f a change in  approach which developed over 

a p e rio d  o f  ap p ro x im a te ly  seven ye a rs . The reason f o r  the 

tra n s fo rm a tio n  o f  a m a in ly  re d u c tiv e  and m a ch in e - like  imagery in to  

an o rg a n ic  exp ress ive  typ e o f  image is  examined. The changes th a t 

o ccu rre d  in  th e  process o f  concep tion  and in  th e  method o exe cutio n  

re c e iv e  p, - t i c u l a r  emphasis. These changes in  approach were 

i n i t i a l l y  due *o a d is s a t is fa c t io n  w ith  a process o f  e xe cu tio n  where 

personal invo lvem en t was m in im a l, because much o f  th e  exe cu tio n  o f 

such sc u lp tu re s  was c a r r ie d  ou t in  fa c to r ie s  w ith  th e  a id  o f  

te c h n ic ia n s . I t  w i l l  become apparen t how a change in  cho ice  o f  

m a te r ia ls  and a change in  th e  process o f  exe cu tio n  s u b s ta n t ia lly  

a f fe c ts  th e  iconography o f  the work.

In  Chapters Two and Three the m ajor in flu e n c e s  th a t  e f fe c te d  a 

change o f a t t i tu d e  are d e a lt  w ith  in  d e ta i l .  I t  was s p e c i f ic a l ly  

th e  Large Glass by M arcel Ouchamp and some C u b is t s cu lp tu re s  th a t 

In flu e n ce d  th e  s h i f t  from  a fo rm a lis t  approach to  the more 

exp ress ive  and hum anist o r ie n ta t io n  e v id e n t in  th e  S ku ll S e rie s .

The in flu e n c e s  exe rted  by examples o f  e a r ly  tw e n tie th  cen tu ry  a r t  

cannot be unde res tim a te d , e s p e c ia lly  when th e  change o f  approach to  

th e  tre a tm e n t o f  the base, r e f le c te d  in  a l l  th e  la te r  works o f  the 

S k u ll S e rie s , is  cons ide red. I t  is  emphasized th a t  a change bn the 

approach to  th e  r e la t io n s h ip  between s c u lp tu re  and base, 

s u b s ta n t ia lly  a f fe c ts  th e  con te n t o f  th e  work.

In  th e  f in a l  Chapter i t  is  po in te d  o u t how the  process o f  draw ing, 

in  o rd e r to  c r y s ta l l i z e  and d i s t i l  s c u lp tu ra l ide as , can a t  tim es 

op e ra te  as a s u b s t i tu te  fo r  making th e  sm all sca le  maquette be fo re  

th e  f in a l  s c u lp tu re  is  attem pted.

I t  must be emphasised, th a t  a l l  th e  p ra c t ic a l works presented in  

t h is  d is s e r ta t io n  had been executed long be fo re  th e  w r it te n  

component was attem pted. These works were th e re fo re  not 

s p e c i f ic a l ly  produced to  p ro v id e  a bas is  f o r  sp e cu la tive  d iscu ss io n , 

bu t arose ou t o f  a need and w i l l  fo r  ta n g ib le  s c u lp tu ra l fo rm  and in  

an a ttem p t to  c la r i f y  and reve a l a p r iv a te  and personal v is io n .



A TRANSFORMATION IN PROCESS AND CONCEPTION

The process o f c a s t in g  s c u lp tu re  in  bronze has been known fo r  

ap p ro x im a te ly  f i v e  thousand ye a rs . The c o n s tru c t io n  o f  s c u lp tu re  by 

w e ld ing  m etal to g e th e r , however, i s  a rece n t phenomenon which was 

la rg e ly  p ioneered by th e  s c u lp to r  G iu l io  Gonzalez in  the 1920‘ s. 

D uring th e  1960 's w e ld ing  metal became a po pu la r method o f  co n s tru c ­

t in g  s c u lp tu re , p a r t ic u la r ly  amongst s c u lp to rs  w ork ing  in  B r i ta in  

and Am erica. T h is  process r a p id ly  became more widespread and an 

in c re a s in g  number o f  s c u lp to rs  tu rned to  p roducing welded ra th e r  

than c a s t form s.

In  th is  Chapter fo u r  works are examined: two welded metal

s c u lp tu re s  and two c a s t in  m e ta l. The f i r s t  work is  e n t i t le d

R esu rre c tion  (1968). I t  was welded to g e th e r from  a lu in in iu m ( I l l . 

e x t ru s io n s , whose dim ensions were chosen from  a range o f  standard 

s izes  manufactured f o r  in d u s tr ia l  a p p l ic a t io n . Three types o f 

e x tru s io n s  were s e le c te d : 25 x 25 x 3 mm., 50 x 50 x 10 mm. ho llow  

e x tru s io n  and 64 x 127 x 10 mm. extruded channe l. The channel was 

b u tte d  and welded to g e th e r , fo rm ing a 127 mm. x 127 mm. h o llo w ,

square s e c t io n . Bends in  the 50 x 50 x 10 mm.hollow e x t ru s io n  were 

formed by making m itre d  cu ts  th rough on ly  th re e  s ide s o f  the

fo u r -s id e d  s e c t io n .  The uncut s id e  was then bent to  c lo se  the

wedge-shaped gaps, and th e  c u t faces were welded to g e th e r , fo rm ing  a 

curve o f  a predeterm ined ra d iu s .

The f in a l  s c u lp tu re , measurinn 

made from  a o n e - th ird  ' 

en largem ent, m o d if ic a tio n s  . 

the change o f s c a le . 1 Genera

in  i t s  g re a te s t d im ension , was 

te . D uring th e  process o f 

,o c e r ta in  forms to  accommodate 

the  ge om etrica l fo m s  which con-

When a three-dimensional form la enlarged, at least two primary considerations 
arises v iz. whether the enlarged form is  s t i l l  structurally sound, and whether 
the intended meaning is  s t i l l  retained. A maquette is  often a 'sketch' for the 
larger work; therefore the c la rifica tio n  and modification of forms is  essential.

— -t- - — -  Aw-., 1 ...
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c o n s t i tu te  th e  s c u lp tu re  were en larged by means o f  p re c ise  c a l­

c u la t io n s . The in te n t io n  o f  acco m od atin g  in d u s t r ia l  and te c h ­

n o lo g ic a l products  in  making s c u lp tu re  is  i l lu s t r a te d  f i r s t  by th e

cho ice  i f  m a te r ia l; seco nd ly , by th e  use o f  e x tru s io n s  which are

in d u s t r ia l l y  a v a i la b le ;  and t h i r d ly ,  by re lia n c e  on th e  e n g in e e r's  

methods o f  c o n s tru c t io n .

The mechanical q u a l i t y  o f  th e  work emanates from  th e  machined forms 

and su rfa ces . Alum in ium , a no n -fe rro u s  m e ta l, was chosen because i t  

i s  less  prone to  c o rro s io n  than most o th e r  m e ta ls , and the  extruded 

fo rm  was se le c ted  because o f  i t s  anonymous and c l in i c a l  c h a ra c te r. 

C le a r ly  th e  work was conceived as a 'perm anent' ra th e r  than an 

ephemeral fo rm . 1 The p re c is io n , o f  n e ce ss ity  employed in  i t s

c o n s tru c t io n , gave a c r isp ne ss to  i t s  forms which re ve a ls  a m ajor

aspect o f  i t s  co n te n t, Because o f  the an gu la r and p o lish e d  surfaces 

o f  the in d iv id u a l components o f  fo rm , in  t o t a l i t y  th e  work evokes 

a ss o c ia tio n s  w ith  ins tru m e n ts  and equipment used in  te c h n o lo g ic a l 

p rocesses. 2

The way in  which th e  form s are  composed in  R esu rre c tion  was 

determ ined la rg e ly  by an approach based on th e  c a u s a lity  p r in c ip le ;  

th a t i s ,  the c u r v i l in e a r  fo rm  ,u  i  as a 'p r im a ry  m o ve r', causing 

disp lacem ents o f  th e  la rg e r  v e r t ic a l ly  stacked u n i t s ,  as w e ll as 

de te rm in in g  th e  p o s it io n  o f  th e  h o r iz o n ta l b a r . The s o l id  

components o f  the work are g iven t h is  p a r t ic u la r  c o n f ig u ra t io n , 

because s tru c tu r in g  the shapes o f  spaces and gaps between s o lid s

The 'penaanency' of sculpture has been a pre-requisite -well fa ir ly  recently. For 
example, trad itionally European sculpture was either corvad, cast or constructed 
out o f materials chosen not only for their appearance, but also fo r their 
du rab ility . Only in the twentieth century did the ephemeral aspetr of a rt works 
begin to receive particular emphasis. Jean Ilnguely'e sculpture, Homage to Hew 
York, and movements involved in process a rt and earth works, broke from the 
traditional concept of 'permanency1.

2 During the 1960's several European sculptors, such as Paolozzi and Bryan Kneale in 
England, worked In a manner whereby the sculptures, because of their form and 
fin ish , could be associated with equipment in industrial plants. Many o f their 
works from th is period are characterised by the use o f cut and welded extrusions 
with a machined finish.



was a m ajor c o n s id e ra tio n .^  In  tw e n t ie th  c e n tu ry  s c u lp tu re  th e  

in te r a c t io n  between th e  s o l id  and th e  v o id , between ta n g ib le  form  

and space, has re ce ive d  much a t te n t io n .^  I t  is  no t s u rp r is in g  th a t  

a t  a tim e  when s c ie n t is ts  were r a p id ly  e x p lo r in g  space and making 

p u b lic  these d is c o v e r ie s , ideas surround ing  th e  r e la t io n s h ip  between 

space and m a tte r  found exp ress ion  in  th e  making o f  a r t .

R esu rre c tio n  was conceived in  t h is  s p i r i t .  I t  i s  easy to

imagine th e  work be ing s e t in  m otion  by th e  f l i c k  o f  a s w itc h . 

Y e t, a p a r t from  th e  fa c t  th a t  i t  can be d issem bled in to  e a s ily  

tra n s p o rta b le  s e c t io n s , i t  cannot move p h y s ic a l ly .  Whatever 

h in ts  o f  p o s s ib le  p h ys ica l m otion a re  e v id e n t,  are o f  a p u re ly  

i l lu s o r y  n a tu re . The u n its  o f  fo rm  th a t  c o n s t i tu te  t h is  sc u lp ­

tu r e ,  w h ile  h o llo w , appear to  be s o l id .  These two i l lu s o r y

fe a tu re s  ren de r th e  work comparable to  re p re s e n ta t io n a l 

p a in t in g ,  w hich occupies o n ly  two dim ensions b u t appears to

occupy th re e .3

In  s p i te  o f ' & many re d u c tiv e  q u a l i t ie s ,  f o r  exam ple, th e  use

o f square se c t io n s  o n ly ,  R esu rre c tion  coes no t be long to  the 

realm  o f  re d u c tiv e  s c u lp tu re , such as m in im a lism . The p la c in g  

o f th e  forms in  r e la t io n  to  one an othe r and in  r e la t io n  to  the 

base p la te ,  as w e ll as c e r ta in  m a m r r is t  em b ellish m en ts , a l l  

im p art a m o n o lith ic  q u a l i t y  which In v ite s  th e  s p e c ta to r  

c o n tin u o u s ly  to  seek id e n t i f i c a t io n  w ith

Threo-tilmcneionol form la perceived In a sp.-rl-l ii-ncext. U ntil the 20tll century, 
space was generally taken for granted, or o f as something the sculpture
displaced and was surrounded by, or which ct- • ■ ted the In terval between figures, 
Mrabs and the torso. In many oxanplss of j&K sculpture, however, space has 
deliberately been incorporated as a conscious ci siEent of design,
(Elsen, A.E. Pioneers o f Modern Sculpture. A m  Council of Great Britain.

2 Jacques Lipchitz, the Constructivists, and more recently, Henry Moore, made much of 
the notion of space being n monlpuloble component in composing sculpture. Notable 
examples are Lipchitz's Man with a Guitar, the Constructivist works of Naum Gabo 
and many figures by Moore, where o void frequently penetrates a form.

^ This la an important difference between th is work, the Newcastle Civic Centre 
Sculpture, the Bronze Sculpture o f 1972, derived from an image in  Duchamp's Large 
Glass, and the obviously hollow sculptures in the Skull Series which form part of 
th is dissertation.



c a t io n  w ith  the  human fo rm . T h is  is  a lso  p a r t ly  due to  th e  general 

v e r t i c a l l y  o f  th e  com p os ition . 1 An o rg a n ic  em bellishm ent l i k e  the 

c u r v i l in e a r  u n i t  wh-ch braces th e  h o r iz o n ta l b a r , h o ld in g  i t  a lo f t ,  

y e t m a rg in a lly  y ie ld in g  under i t s  w e ig h t; th e  way in  which the 

rad iu s  o f  each curve appears to  len d energy and te n s i le  s tre n g th  to  

th e  c u r v i l in e a r  fo rm ; and th e  way In  which i t  appears bo th  to  

d is ru p t balance as w e ll as pre ven t the  s tru c tu re  from  c o lla p s e , 

p lace the work w e ll o u ts id e  th e  m in im a lis t  approach. A lthough the 

base p la te  Is  no t r e a d i ly  in d e n t i 'f ia b le  as a base, p a r t ic u la r ly  

because o f  i t s  f la tn e s s  (5 mm p la te ) ,  i t  fu n c tio n s  v is u a l ly  as an 

arena upon which events are ta k in g  p la ce . T h is  is  a fe a tu re  which 

is  common to  a lm ost eve ry  woVk sub m itted  ss p a r t  o f  t h is  s tu d y .

Mechanical aspects o f re s o lv in g  th e  problem  o f  g r a v ity  were no t 

d e a lt  w ith  by means o f a s in g le  p o in t  attachm ent to  th e  base, b u t by 

a rra n g in g  form s to  a c t as 'b u tt re s s e s ' to  th e  v e r t ic a l  column. In 

s p ite  o f  i t s  geom etric  and mechanical c h a r a c te r is t ic s ,  a 

'b io m o rp h ic ' and m o n o lith ic  q u a l i t y  is  e v id e n t which re la te s  i t  

th e m a t ic a lly  to  th e  la te r  works w hich are more o v e r t ly  

re p re s e n ta t io n a l.

The u n t i t le d  Newcastle C iv ic  Centre S cu lp tu re  (1970) was executed ( H I .  2a + b)

from  a one s ix th  sca le  m aquette, in  5 m .  s ta in le s s  s te e l p la te ,

s tand ing  5,5  metres h ig h . Except f o r  the la rg e r  s c a le , th e  con te n t

is  s im ila r  and th e  work c o n s is ts  o f  the  same u n its  o f  square forms

as R e su rre c tio n . The com p osition a l approach was based on th e  same

'c a u s a l i t y 1 p r in c ip le  and th e  exe cutio n  procedures were v i r t u a l l y

id e n t ic a l .  However, a m ajor d iffe re n c e  between these works was one

o f  con cep tion . W hile R esu rre c tion  was conceived o u ts id e  o f  any

g iven environm enta l c o n te x t, th e  in te n t io n  w ith  th e  Newcastle

S cu lp tu re  was to  in te g ra te  i t  w ith in  the  con te x t o f  th re e  fo u n ta in

p o o ls . The s c u lp tu re , mounted on a re c ta n g u la r  p l in th ,  stands in

th e  c e n tre  o f a complex o f  th re e  re c ta n g u la r  pools d iv id e d  from  one

anothe r by tro u g h s , accommodating and r e -c y c lin g  the o v e rflo w  o f

w a te r. The r id ge s  o f  th e  troughs were 'to o th e d ' o r  grooved a t

Speculation suggests that beeouse o f our own posture, any vertica l £ora tends to 
be associated with human form. For instance, the sometimes almost featureless 
'needle figures' o f Giacometti, are immediately identifiab le as humanoid.



re g u la r  in te rv a ls  in  o rd e r to  s p l i t  th e  f lo w  o f w a te r in to  evenly 

separated streams ove r th e  le n g th  o f  the  po o ls .

The w a te r  was fe d  in to  th e  poo ls  from  v a r io u s  p o in ts .  S ix teen 

w a te r - je ts  fa c in g  v e r t i c a l l y  downwards, e ig h t  on each s 1de-face o f 

the h o r iz o n ta l b a r , sup p lie d  w a te r to  th e  c e n tra l p o o l. The 

f la n k in g  p o o ls , on the o th e r  hand, were su p p lie d  by submerged 

w a te r - je t" . p o in tin g  v e r t i c a l l y  upwards, w h ich , because th ey  were 

s H g f i t ly  submerged, caused a v igo ro us  tu rb u le n ce  to  th e  w a te r in  the 

f la n k in g  po o ls . The w a te r in  th e  c e n tra l pool is  calm , except f o r  a 

g e n t le  r ip p l in g  e f fe c t  caused by th e  w a te r - je ts  from  th e  h o r iz o n ta l 

ba r. The t r a n q u i l i t y  o f  th e  c e n tra l pool was in tended to  a c t as a 

c o n tra s t to  th e  com p le x ity  o f  form s e v id e n t in  th e  s c u lp tu re , and 

the tu rb u le n ce  in  th e  f la n k in g  pools was In trod uce d  to  echo the 

com p le x ity  o f  c u ts , s h i f t s  and d isp lacem ents in  th e  s c u lp tu re .

The w ork, however, la cks  In te g ra t io n  f o r  a number o f  reasons. The 

o v e ra ll v e r t i c a l i t y  o f  th e  s c u lp tu re  dom inates, and in  th e  absence 

o f o th e r v e r t ic a ls  in  t h is  com p os ition , i t  serves o n ly  to  focus 

a t te n t io n  upon i t s e l f ,  th e reb y  is o la t in g  i t  from  i t s  Immediate 

environm ent. P resenting  a s c u lp tu re  on a p l in th  ra is e s  i t  and 

th e re fo re  tends to  Is o la te  i t  from  th e  env ironm ent, fo cuss ing  

a t te n t io n  on i t s e l f . 1 In  R esu rre c tion  th e  ba sep la te  f u l f i l s  the 

purpose o f  an arena. In  th e  Newcastle S c u lp tu re , th e  re c ta n g u la r  

p l in th  a lone serves the same purpose and th e  su rround ing  area o f 

w a te r Is  consequently in c id e n ta l to  th e  s c u lp tu re . The f lo w  o f 

w a te r from  the s c u lp tu re  is  determ ined o n ly  by s tandard w ate r j e t s ,  

which are p laced a t  two te rm in a tin g  p o in ts  o f  th e  w ork. T h is  does 

not a llo w  the  s c u lp tc d  fo rm  to  a f fe c t  th e  d ir e c t io n  and q u a l i t y  o f 

w ate r f lo w . The e n t ir e  pool complex was con s truc ted  in  c a s t 

con cre te . The In tro d u c t io n  o f  s ta in le s s  s te e l forms in  areas ou ts id e  

the s c u lp tu re  I t s e l f  was never con s ide red. T h is  fa c to r  Is o la te s  the

Because Itodin intended The Burghers o f Colals to exist within spectator apace, he 
relinquished the ritiaed p lin th , lining a p lin th to raise a three dimensional work 
from its  immadiato environment Cenda to isolate i t  because the eye focuses upon 
the perimeter of the p lin th and, given n certain scale context, tends to notice 
verticals more readily than horizontals.



s c u lp tu re  even fu r t h e r  because th e  m a te r ia ls ,  s ta in le s s  s te e l and 

c o n c re te , were never considered in  terms o f  complementing o r  

c o n tra s t in g  elem ents. Consequently, th e  o r ig in a l in te n t io n  was not 

re a liz e d  and fo rm a lly  th e  s c u lp tu re  remains is o la te d  and u n re la te d  

t o  i t s  Immediate environm ent.

The Newcastle C iv ic  C entre S cu lp tu re  marked th e  end o f  a pe riod  

d u rin g  which m a in ly  geom etrica l forms were used as components in  

making s c u lp tu re . These la rg e  scu lp tu re s  were made in  fa c to r ie s  

w ith  th e  a ss is ta nce  o f  s k i l le d  te c h n ic ia n s .

A growing personal d is s a t is fa c t  )n w ith  th e  mechanical na tu re  o f 

t h is  m anufactu ring  process and th e  re d u c tiv e  imagery o f  th e  welded 

sc u lp tu re s , suggested th a t an o rg a n ic  in g re d ie n t was re q u ire d  i f  the 

r i g i d i t y  in  the e x is t in g  works was to  be avo ided in  fu tu re  

com p osition s. Thus, the  p ra c tic e  o f using in d u s t r ia l ly  m anufactured 

m a te r ia ls ,  and en g in ee rin g  c o n s tru c t io n  methods o n ly ,  was abandoned.

The aim to  in c lu d e  more o rg a n ic  form s in  fu tu re  works re q u ire d  a 

change in  method and m a te r ia l.  A com b ination o f  m o d e llin g , ca s t in g  

and assembly was chosen. T h is  change o f  method and process does not 

im m ediate ly e lim in a te  th e  pre v io us  emphasis on fo rm al con s ide ra ­

t io n s ,  bu t i t  does he ra ld  an in c re a s in g  concern w ith  the exp ress ive .

The ne x t two works presented f o r  a n a ly s is ,  were com pleted over 

fo u rte e n  months, one a t  th e  end o f  1972, th e  o th e r  in  1974. Instead 

o f  w e ld ing  metal p la te  o r  e x t ru s io n s , these s c u lp tu re s  were m odelled 

and c o n s is t o f  complex u n d u la tin g  fo rm s. The p a r t ic u la r  c o n fig u ra ­

t io n s  cou ld  no t be as re a d i ly  ach ieved by using th e  more r ig id  

techn ique o f  w e ld in g .

Both these s cu lp tu re s  were de rive d  from  the B rid e  image in  Marcel 

Duchamp's w ork. The B ride  S trip p e d  Bare by Her Bachelors Even. *  The (111. 3}

1 The Bride Stripped Bare by her Bachelors Evan. 1915-1923
Medium: o llpa ln t, lead wire, lead f o i l ,  glass and metal. Size: Glass 2,70m
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cho ice  o f  th is  image can be p e r t ly  e x p la in e d .^  The e n t ir e

fre e -s ta n d in g  Large Glass is  con ta in ed w i th in  a f a i r l y  e la b o ra te  

metal frame which focuses a t te n t io n  on s t r u c tu r a l co n s id e ra tio n .

W ith in  th e  image i t s e l f  a complex arrangement o f  in te r re la te d

mechanical and o rg a n ic  form s are e v id e n t. I t  is  easy to  v is u a l is e

th e  image o f  The B rid e  as a p o te n t ia lly  th re e -d im en s ion a l fo rm  ( H I *  4)

s ta nd in g  upon a ground p la ne . In  a d d it io n  to  th e  complex 

in te r re la t io n s h ip s  o f  mechanical and o rg a n ic  fo rm  a lso  e v id e n t 

o th e r works by Duchamp, th e  Image is  o f  in te r e s t  because i t  has 

eluded p re c ise  icon og ra ph ica l in te r p r e ta t io n .^

The f i r s t  work in s p ire d  by th e  Large Glass was made in  1972. I t  ( m .  5a + b) 

measures 709 mm. x 400 mm. in  i t s  la rg e s t d im ension . Compared to  the  

pre v io us  works d iscu ssed , i t  rep resen ts  a d r a s t ic  re d u c tio n  in  

s ca le . T h is  sc a le  was chosen because i t  was th e  s iz e  used fo r  

p re v io us  m aquettes: la rg e  enough to  in v e s t ig a te  th e  combined use o f 

m echanical and o rg a n ic  fo rm , y e t  sm all enough to  be handled 

co m fo rta b ly . In  th e  same e x p lo ra to ry  s p i r i t ,  p la s te r  o f  P a ris  was 

chosen as m od e llin g  m a te r ia l,  as i t  a llow ed f o r  a lm ost u n lim ite d  

m o d if ic a tio n s .

S ig n i f ic a n t ly ,  th e  f in a l  work was envisaged on a sm all sca le  and 

cou ld  be executed p r iv a te ly  w ith o u t th e  a ss is ta nce  o f te c h n ic ia n s .

The p ra c tic e  o f  w ork ing  on a sm all sca le  was, th e re fo re , more 

p r iv a te  than exe cutin g  U rg e -s c a le  w orks. Whereas th e  pre v io us  two 

p ieces were in s p ire d  by ,:.achan1ca l and te ch n o lo g ica l sou rces, th is  

sc u lp tu re  was in s p ire d  by an e x is t in g  work o f a r t .  The reason fo r

Die reconstructed version by Richard Hamilton was seen by the author on an 
exhibition entitled . The Almost Complete Works of Marcel Duchamp, held at the la te 
Gallery, London, in 1966, At the time the author was making sculpture Bore 
reductive and formalistic than is evident in  Resurrection. These works consisted 
mainly of nodular elements. I t  is  the combined usa of the organic and the 
geometrical in the Large Glass that suggested alternatives for the future 
development of these constructions.

2 Notably two paintings: Ihe Passage from the Virgin to the B rlia . o i l  on canvas,
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t h is  was a conscious a ttem p t to  s tudy from  'th e  M a s te r ' /

The com pleted p la s te r  o f  P a ris  model was c a s t in  b ronze .^  The work 

bears c e r ta in  s im i la r i t ie s  to  th e  B r id e . However, m ajor d iffe re n c e s ( I1 1 .5 a  

are appa ren t: two ' f ig u r e s ' are d is c e rn a b le , one in co rp o ra te d  in  a

s h ie ld - l i k e  fo rm , th e  o th e r  he ld  some d is ta n ce  away by a f l a t  p la na r 

e x te n s io n ; a second 'h e a d ',  which does n o t appear in  The B r id e . In 

a d d it io n  to  th e  re c ta n g u la r  base, each ' f ig u r e '  has i t s  own 

' f o o t in g ' which emphasises a separateness o f  elements w ith in  

t h is  s in g le  fo rm . The general v e r t i c a l i t y  o f  th e  com position  again 

in v ite s  a ss o c ia tio n s  w ith  th e  e re c t human fo rm . The f ig u re s  w ith  

t h e i r  c l e f t  'heads ' appear to  be in  a s ta te  o f  c o n fro n ta tio n  and are 

r e a d i ly  seen as two p ro ta g o n is ts .^  In  t h is  l ie s  a c o v e r t c o rre s ­

pondence to  th e  e a r l i e r  welded works where th e  cross bars and the  

e re c t columns evoke a s im i la r  fe e l in g  o f  c o n fro n ta t io n . In  both 

cases, th e  re c ta n g u la r  bases serve th e  purpose o f  an arena upon 

which th e  events are p resen ted ; th e  bases a ls o  d e fin e  a fo rm a t o f  

space in  which c o n te x t th e  form s are seen.

The approach to  com position  shows marked d if fe re n c e s . The form s 1n 

th e  1972 bronze were no t composed in  accordance w ith  an approach 

based on a 'c a u s a l i t y ' p r in c ip le  as used in  th e  welded s c u lp tu re s .

The u n its  o f  fo rm  te nd  to  be f le s h y  and o rg a n ic , ra th e r  than

In the past I t  was coimon practice fo r students to copy from the Old Masters in 
order to acquire certain s k ills . More recently, a rtis ts  have often derived works 
fa ir ly  directly  from works by other a rtis ts , e.g. Giacometti's Card Players after 
Cezanne; Picasso's Helmeted Figure after Rembrandt, as well as several other worka 
by Plcaeeo after Velasquez.

2 Bronze was chosen not only because i t  was trad ition a lly  used for casting sculpture, 
but because of the wide range o f patinas that could be applied to its  surface. 
Moreover, bronze tends to have fewer associations with the world of technology 
than stainless steel. An edition o f three capts was made, using the d re  cerdu 
process. Only two caste were fin a lly  assembled. These casts are unique In the 
series o f bronzes; like  the welded sculpture, they appear to be solid while, in 
fact, they are hollow. The th ird cast was cut up, and i t s  parts used in 
subsequent sculptures.

3 'Notably non-referential, i t  nevertheless presents i ts e lf  as two figures, 
protagonists, each on its  own 'fo o t ' or base.'
(Martienssen, H.M. Neels Coetzee. Afrox, 1978, th ird  page.)
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re d u c tiv e  and ge om e tric . The s tr u c tu r in g  o f  spaces between s o lid s  

re ce ive d  less a t te n t io n  than in  th e  welded w orks, because m o d e llin g  

and s t ru c tu r in g  s o l id  fo rm  was a m ajor concern . As an e x p lo ra to ry  

e x e rc is e , th e  work succeeds. In s o fa r  as a d i f f e r e n t  vocabu lary  o f 

form  was found and a sca le  more a p p ro p r ia te  to  p r iv a te  work was 

e s ta b lis h e d .

The U n t i t le d  Bronze o f  1974, measuring 320 mm. x 480 mm. in  i t s  (111- 6a + b) 

la rg e s t d im ensions, marks a fu r t h e r  re d u c tio n  in  s c a le , as w e ll as 

a more o v e r t degree o f  re p re s e n ta t io n . A process o f  d i r e c t  

m od e llin g  in  wax was used.*

The fo rm al c o n s id e ra tio n s  o f s t r u c tu r in g  fo rm  as w e ll as s p a t ia l 

shapes, g iv in g  v i r t u a l l y  equal a t te n t io n  to  bo th . e v id e n t in

t h is  w ork as in  th e  welded s c u lp tu re s . The base - : i ■ ves as an

arena upon which th e  form s are p laced . In  a d d it io  . ic e - fra m e '

is  in tro du ced  to  d e fin e  c e r ta in  l im i t s  o f  space th a t  are p e r t in e n t 

to  apprehending th e  scu lp te d  fo rm s.^

A g re a te r  degree o f  re p re s e n ta t io n  is  apparent in  th is  w ork , 

p a r t ic u la r ly  In  th e  f ig u r e  presented w ith in  a n iche o r  s h ie ld .  A 

shrouded o r  masked head, arm s/breasts  and curved p la n a r ex tens ions 

th a t  cou ld  s im u la te  le g s , a re  c le a r ly  d is c e rn ib le .  I t  has a 

d i s t i n c t  'fe m a le 1 q u a l i t y ,  sometimes seen in  A f r ic a n  f e r t i l i t y  

f ig u r in e s .  Furtherm ore, i t  has a passiveness which is  a lso  e v id e n t 

in  The B rid e  image. The a lm ost in s e c t - l ik e  fo rm , f i r m ly  s ta nd in g  on

^ Because o£ Its  small acale, the forms in chla sculpture could be cast solid. Max 
was chosen aa modelling material both for i ts  m alleability and because no roaster 
mould is  required. I t  also means that thete is only one orig inal, v iz . the bronze 
cast. I f  no editions are available, the unique cast is obviously more precious.
At a time when large edieiona of multiples were fashionable, the preciousness o f a 
unique cast was consciously striven tor in th is work.

Space-frame: a term used by both sculptors end painters. Aa the name suggests, i t
provides a framed area of apace, accentuating and defining salient aapects o f a 
work. As a base can define a horizontal visual limit Ca a work, a space-franre is 
often used In sculpture to define vertica l lim its  either fron ta lly  or in  both 
width und depth The use o f the 'space-frame' affects both form and content and 
is  not merely a ponderous formal exercise. A pa rticularly complex example of this 
is  Giacometti's Palace at 4 a.m.



the base, p a r t ly  in c l in e s  towards the  'fem a le  f ig u r e 1, which is  held 

in  suspension by th e  'sp ace -fra m e1. The v e r t ic a l  f ig u r e ,  roo ted  to  

the  base, 1s g e n e ra lly  a more 'a g g re s s iv e ' fo rm , c o n s is tin g  o f

sha rp ly  de fin e d  and a c u te ly  angled p lanes. As th e re  is  no evidence 

o f  a conscious engagement in  re p re s e n ta t io n a l ism , no s p e c if ic  

a n a lo g ie s  can be r ig o ro u s ly  a p p lie d . The process o f  d e r iv in g  a

d i f f e r e n t  vocabu lary  o f  fo rm  from  The B r id e , which was s ta r te d  in

th e  u n t i t le d  work o f 1972, was s t i l l  be ing pursued in  th is  w ork, bu t 

d i r e c t  s im i la r i t ie s  to  The B rid e  are fe w e r, i f  n o t a lto g e th e r  

absent.

S ig n if ic a n t  changes in  conception and process between th e  welded 

works and th e  bronzes are  r e a d i ly  seen. F i r s t ,  th e  use o f  a

'c a u s a l' p r in c ip le  o f  com p os ition , whereby a fo rm  would be he ld  in  

p o s it io n  by an othe r fo rm , o r  one fo rm  would push and t i l t  an 

a d jo in in g  fo rm , is  le s s  e v id e n t in  t h is  bronze. In d iv id u a l compo­

nents o f  fo rm  are le s s  m e c h a n is t ic a lly  re la te d  in  th e  bronzes. 

Whereas th e  welded works were in s p ire d  by m ech an is tic  sou rces, the  

bronzes were in s p ire d  by an e x is t in g  work o f  a r t .  The change in  

sca le  changed th e  w ork ing  process from  a c l in ic a l  a c t iv i t y  in  a 

fa c to r y ,  to  a p r iv a te  and in tim a te  one w ith in  a p r iv a te  s tu d io . The 

e s s e n t ia l ly  anonymous, mass produced, in d u s t r ia l  e x tru s io n s  which 

were p re v io u s ly  used as u n its  o f  fo rm , were abandoned in  fa v o u r o f 

m od e llin g  m a te ria ls  in  which o rg a n ic  form s were in d iv id u a l ly  moulded 

and then ca s t in  bronze. Machined surfaces in  th e  a lum inium  and 

s ta in le s s  s te e l works c o n tra s t s h a rp ly  w ith  te x tu ra l and c o lo u r 

changes, e v id e n t in  th e  bronzes. By o x id iz in g  bronze in  d i f f e r e n t  

ways, a w ide range o f  c o lo u rs  and su rfa ce  e f fe c ts  can be ach ieved. 

Such a wide range o f pa tin a s  cannot be e s ta b lis h e d  on a lum inium  o r  

s ta in le s s  s te e l su rfa ces . C o lour m an ip u la tion  in  bronze a f fe c ts  

changes in  th e  con te n t o f  a w ork , f o r  in s ta n c e , c e r ta in  types o f 

green pa tina s  cou ld  evoke a s so c ia tio n s  w ith  Greek o r  Roman bronzes. 1

The application oE differen tly coloured patinas on bronze presents considerations 
to the sculptor which are normally regarded as the prerogative of the 
non-representational painter. Consequently, the colour on a bronze sculpture has 
a significant Influence on its  content.
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D esp ite  these d if fe re n c e s , s im i la r i t ie s  between th e  welded works and 1

th e  bronzes do e x is t .  A lthough co n s id e ra b ly  le ss  e v id e n t in  th e  ;

welded w orks, th e  bases n e ve rth e le ss  d e fin e  v is u a l l im i t s  w ith in  , j

w hich th e  forms a re  seen. I t  is  p a r t ic u ia r ly  in  th e  Bronze 

S cu lp tu re  o f  1974 th a t  th e  base fu n c tio n s  as an arena upon which th e  

forms a re  presen ted . The base is  un usu a lly  la rg e  f o r  th e  scu lp ted  

form s i t  c a r r ie s .  T h is  leads one to  conclude th a t  i t  i s  the 

p a r t ic u la r  sca le  re la t io n s h ip  between the  base and th e  s cu lp te d  fo rm  • ;

th a t  suggests an analogy between 'b a se ' and 'a re n a '. *  A lthough f t  15

is  le a s t  e v id e n t in  th e  bronze o f  1972, the in c o rp o ra tio n  o f  space I

as a conscious e lem ent o f  fo rm  is  a common fe a tu re  in  a l l  th e  1 :

s cu lp tu re s  d iscussed he re.

n Feasible Monunteni: fo r o City Squares Hats blowing i

*  , —  —  -  ■ ----------



CHAPTER I I

EFFECTS OF MATERIAL AND PROCESS ON ICONOGRAPHY

Small s c u lp tu re s , p a r t ic u la r ly  when s e t upon la rg e  prom inent bases 

th a t may suggest an arena , c i t y  square o r  landscape , a re  v is u a l ly  

less  dependent on , o r  in flu e n c e d  b y , fe a tu re s  o f  a surround ing  

environm ent. The base ra is e s  the work an. he lps to  d e fin e  v is u a l 

l im i t s  w ith in  which th e  form s are p e rce ive d ; the imm ediate co n te x t 

o f  th e  scu lp te d  form s is  prede term ined . C onsequently, th e  work is  

more re a d i ly  pe rce ived as is o la te d  and d i s t i n c t  from  o th e r o b je c ts  

around i t .  In  c o n tra s t w ith  c o n s tru c t in g  la rg e  s c u lp tu re , the  

s c u lp to r  can c o n tro l medium and process more r a p id ly  when w ork ing  on 

a sm all s ca le . In  a s e r ie s  o f  sm all works d i f f e r e n t  ideas can be 

re a lis e d  and executed much more q u ic k ly  than in  la rg e  w orks. Such 

co n s id e ra tio n s  p a r t ly  de term ined the  sca le  o f  th e  S ku ll S e rie s .

D uring the 1960 's and e a r ly  1 9 7 0 's , bronze was re je c te d  as a sc u lp ­

tu re  medium by some le a d in g  s c u lp to rs  in  England, Europe and 

Am erica, because bronze was a tr a d it io n a l ly -a c c e p te d  medium.* These 

s c u lp to rs  e xp lo red  new m a te r ia ls  p re v io u s ly  no t used f o r  making 

s c u lp tu re .^  S cu lp tu re  executed in  these m a te ria ls  was g e n e ra lly  

ch a ra c te riz e d  by form s th a t  were re d u c t iv e , n o n - f ig u ra t iv e  and 

e a s i ly  re p ro d u c ib le .

P r io r  to  the  S k u ll S e ries an in c re a s in g  personal concern w ith  the  

f ig u r a t iv e  and w ith  a hum anist c o n te n t, tu rn e d  th e  in te r e s t  to

1 Similar ideas had been held by the PuturiaLfl aome 50 years earlie r.

2 Isaac Wttkin, Philip King amongst others, were working in fibreglass, a medium 
mainlv used in mass production processes. William Tucker and Michael Bolus were 
working In other synthetic materials like  perspex.

See also I Whitechapel Gallery Cutolocue. London! 'The New Generation1. 1965.



t r a d i t io n a l  m a te ria ls  and processes. B ronze, p a r t ic u la r ly  when on ly  

one c a s t was made, p resented a sso c ia tio n s  w ith  t r a d i t io n a l  processes 

used by a n c ie n t c iv i l i z a t io n s  in  p a r ts  o f  A f r ic a  and th e  O r ie n t,  as 

w e ll as by th e  Greeks and th e  Romans. The n o tio n  o f  a small 

p o r ta b le  sca le  and th e  uniqueness o f  one s in g le  c a s t ,  evoked

a sso c ia tio n s  o f  p re c io usn ess, fre q u e n t ly  a ttach ed  to  th e  t r a d i t io n a l  

r e l i c .  The human s k u l l  w ith  i t s  t r a d i t io n a l  re l iq u a ry  con no ta tion s  

seemed most a p p ro p r ia te  as source m a te r ia l. Furtherm ore, in  l i f e  

the human head is  b e lie ve d  to  be th e  sea t th a t  c o n tro ls  a l l  human 

fa c u l t ie s ,  y e t  a f te r  death th e  s k u l l  is  seen as a symbol o f  death 

and decay, rem inding us o f  th e  tra n s ie n ce  o f l i f e .  The obvious 

iro n y  im p lie d  by these no tio n s  urged a s tro n g e r in te r e s t  in  the  

human s k u l l  as an image.

Wax was again p re fe r re d  as moo&i'ring  m a te r ia l, because o n ly  a s in g le  

c a s t in  bronze was to  be made. S k u l l- l i k e  fo rm s, s m a lle r  than

l i f e - s i z e ,  were m odelled in  wax sheets . In  these models th e  s k u ll 

appeared com plete w ith  th e  low er m andib le . The images th a t re s u lte d  

con ta in ed elements o f  th e  com ical which were u n s a t is fa c to ry  and 

in a p p ro p r ia te , e s p e c ia lly  in  th e  l i g h t  o f  the sym bolic con no ta tion  

o f  de a th , g e n e ra lly  a ttach ed to  th e  s k u l l .  Furtherm ore, the  

in te n t io n  was to  d is to r t  th e  ba s ic  s k u l l  fo rm  in to  c o n fig u ra tio n s  

th a t  would suggest th e  human f ig u r e  in  va rio u s  c o n to rte d  po s tu re s . 

I t  seemed th a t  in  o rd e r to  achieve th is  i t  would be necessary to  

inc rea se the s iz e  o f  fu tu r e  models to  th e  s iz e  o f  an ac tua l s k u l l .  

Th is  would a llo w  the  cranium  to  p la y  a more dominant com positiona l

S y n th e tic  rubber moulds were than taken o f  a human s k u l l  and o f  i t s  

low er m andible . Wax casts  o f  ap p rox im a te ly  3 mm. th ic k  were taken

from  th e  mould o f  th e  s k u l l  and from  the mould o f th e  lower

m andible . The f i r s t  com positions con ta in ed bo th s k u l l  and low er 

m andib le . These re s u lts  were a lso  cons ide red u n s a t is fa c to ry  because 

th ey  were to o  s p e c i f ic a l ly  reco gn isa b le  as s k u l ls  and no t 

s u f f ic ie n t ly  suggestive  o f  th e  human f ig u r e .  Since th is  d i r e c t  

re fe re nce  to  th e  s k u l l  image had to  be reduced, th e  low er mandible

A  - e -  f  f c i r i r  rnir k  nuft& S lfttin  nr, i f
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was n o t used in  subsequent com poslv lons. The wax cas ts  o f  th e  s k u ll 

were a lso  c u t open a t  th e  base in  o rd e r to  reve a l th e  in t e r io r  

c a v ity .  T h is , to  some e x te n t,  helped to  reduce s p e c i f ic  re fe re nce  

to  th e  s k u l l  and increased th e  p o s s ib i l i t y  o f  in c lu d in g  forms 

de rive d  from  o th e r sources.

A m ajor source was th e  The B ride  image in  th e  to p  panel o f  The B ride 

S trip p e d  Bare by Her Bachelors Even by M arcel Duchamp. T h is  image 

was s e le c te d  as source m a te ria l because o f i t s  an thropom orph ic, as 

w e ll as f o r  i t s  mechanical fe a tu re s . The o r ig in  o f  forms 

c o n s t i tu t in g  The B rid e  image may be tra ce d  to  Duchamps' e a r ly  

p a in tin g s  Sad Young Man in  a T ra in  and Nude Descending a S ta irca se  

( n o . I ) . 1 In  the  f i r s t  p ic tu r e ,  Duchamp e xp re ss ly  .." led  to  re ­

pre sen t m otion by ren d e rin g  fo u r  to  f iv e  successive p r o f i le s ,  p a r t ly  

o v e r la p p in g , evoking th e  image o f  a passenger jo l t e d  to  and f r o  on a 

moving t r a in .  In  bo th ve rs ion s  o f  Nude Descending a S ta irca se  (No. 

1 , and No. 2 ) ,  Duchamp's in s p ira t io n  was prov ided by Ju le s  E tienne 

M arey's chronophotographs in  which successive m u lt ip le  exposures 

revea led  th e  dynamics o f  human and animal f ig u re s  in  m o tio n .^  In 

th e  p a in tin g s  o f  1912, The Passage o f  th e  V ir g in  to  th e  B rid e  and 

The B r id e , a l l  the  forms e v id e n t in  The B rid e  image o f The Large 

G lass . are c le a r ly  d is c e rn ib le .  The mechanical in g re d ie n t is  not 

o n ly  presen t in  th e  way th e  B rid e  image is  d e p ic te d  a top a 

s t ru c tu ra l g r id ,  bu t the c a r e fu l ly  executed mechanical draw ings from 

th e  Green Box fu r t h e r  su b s ta n tia te  the a r t i s t ' s  concern w ith  

m echanical fo rm . The n o tio n  o f  th e  human f ig u r e  as a mechanical 

o b je c t is  in tro d u ce d  no t o n ly  th rough v is u a l im agery, bu t a lso  by 

l in g u is t ic  means. P a rt o f  the  B rid e  image i s ,  fo r  ins ta nce , 

re fe rre d  to  as the 'sex c y l in d e r 1; Duchamp in fo rm s us fu r t h e r  th a t

' ...........  the  B ride  is  b a s ic a l ly  a motor ............ she Is  an in te rn a l

combustion e n g in e .' The ovo id  shape a t the low er le f t -h a n d  s ide  o f

1 Duchamp, M. Sad Young Man In a Train (193.1)
Nude Descending a Staircase (No. 1, 1911)

Tomkins, C. The World of Marcel Duclmmn. Time Incorporated, New York:

(m .  4)
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was n o t used in  subsequent com positions. The wax casts  o f  the  s k u ll 

were a lso  c u t open a t  the  base in  o rd e r to  revea l th e  in te r io r  

c a v i ty .  T h is , to  some e x te n t,  nelped to  reduce s p e c i f ic  re fe re nce 

to  th e  s k u l l  and increased the p o s s ib i l i t y  o f  In c lu d in g  forms 

de rive d  from  o th e r sources.

A m ajor source was the  The B rid e  image in  th e  top  panel o f  The B ride  

S trip p e d  Bare by Her Bache lors Even by M arcel Duchamp. This image 

was s e le c te d  as source m a te ria l because o f  i t s  an th ropom orph ic , as 

w e ll as f o r  i t s  mechanical fe a tu re s . The o r ig in  o f  forms 

c o n s t i tu t in g  The B rid e  image may be tra c e d  to  Duchamps' e a r ly  

p a in tin g s  Sad Young Man in  a T ra in  and Nude Descending a S ta irca se  

( n o . I ) . 1 In  th e  f i r s t  p ic tu r e ,  Duchamp exp ress ly  t r ie d  to  re ­

presen t m otion by ren de rin g  fo u r  to  f i v e  successive p r o f i le s ,  p a r t ly  

o v e r la p p in g , evoking th e  image o f  a passenger j o l t e d  to  and f r o  on a 

moving t r a in .  In  bo th ve rs ion s  o f Nude Descending a S ta irca se  (No.

1 , and No. 2 ) ,  Duchamp’ s in s p ira t io n  was p ro v id ed by Ju le s  E tienne 

M arey's chronophotographs in  which successive m u lt ip le  exposures 

revea led  th e  dynamics o f  human and animal f ig u re s  in  m o tio n .^  In 

the p a in tin g s  o f 1912, The Passage o f  th e  V irg in  to  th e  B r ide and 

The B r id e , a l l  th e  forms e v id e n t in  The B rid e  image o f  The Large 

G lass , are  c le a r ly  d is c e rn ib le .  The mechanical in g re d ie n t is  no t 

o n ly  p resen t in  th e  way th e  B rid e  image is  d e p ic te d  a top  a 

s t ru c tu ra l g r id ,  bu t th e  c a r e fu l ly  executed mechanical drawings from 

the Green Box fu r t h e r  s u b s ta n tia te  th e  a r t i s t ' s  concern w ith  (111. 4) 

mechanical fo rm . The n o tio n  o f  th e  human f ig u r e  as a mechanical 

o b je c t is  in tro du ced  no t o n ly  th rough v is u a l imagery, bu t a ls o  by 

l i n g u is t i c  means. P a rt o f  th e  B rid e  image I s ,  f o r  in s ta n ce , 

re fe rre d  to  as th e  ‘ sex c y l in d e r '; Duchamp in fo rm s us fu r t h e r  th a t

' .............  th e  B ride  is  b a s ic a l ly  a motor ............ she is  an in te rn a l

combustion e n g in e .' The ovo id shape a t th e  low er le f t -h a n d  s id e  o f

Duchamp, M. Sad Young Han In a Stain (1911)
Wuda Descending e Staircase (Mo. 1, * v ll)

lomklre, C. Pie World o f Marcel Duchamp. Time Incorporated, New Yorki



the  B r id e  panel is  he r 1 r e s e rv o ir  o f  love  q a s o lir  

s e c re te s , 1

i  which she h e rs e lf

A lthough the  B rid e  image is  a f l a t ,  tw o-d im ensional fo rm , changes in

shape, c o lo u r and tone c rea te  i l lu s io n s  o f  th re e -d im e n s io n a lity . In

th e  S k u ll S e ries i t  i s  no ta b ly  th e  sh ie ld e d  o r  shrouded fo rm  o f  the

B rid e  th a t  suggested in c o rp o ra tin g  s h ie ld s  in  some w orks. In  such

works th e  s h ie ld  suggests a p ro te c t iv e  dev ice  u n lik e  to e  s h ie ld  form

'b e h in d ' th e  B r id e , which is  more suggestive  o f  p re sen ting  forms

w ith in  a n ic h e - l ik e  s tru c tu re . When we a ttem p t to  read th is  image

as i l lu s o r y  o f  th re e -d im en s ion a l fo rm , th e  mechanical g r id -1 ike

s tru c tu re  beneath th e  B rid e  suggests a 'b ase1. Such a base in

ac tua l th re e -d im en s ion a l term s would suggest a precariousness o f

balance in  both v is u a l and psych o lo g ica l te rm s. The p re c a r io u s ly -

balanced s k u l l  and s h ie ld  1n S a lq o lth a  was p laced on a g r id - l i k e  ( 111. 7a + b)

td se  de rive d  from  th is  p a r t o f  the B rid e  image.

The S k u ll S e rie s , a lth ou gh co n s is tin g  p r im a r ily  o f  o rg a n ic  and 

anthropom orphic fo rm s, co n ta in s  a mechanical in g re d ie n t which was a 

predominant fe a tu re  o f  e a r l ie r  w orks: th e  repeated use o f

p ro te c t iv e  s h ie ld s , in s tru m e n t- lik e  a tte n u a tio n s  o f e s s e n t ia l ly  

o rg a n ic  fo rm s, and s t r u c t u r a l , l in e a r  g r id s  th a t  p ro v id e  

environm ents o r  bases to  th e  S k u ll image. C e rta in  s p e c if ic  fe a tu re s  

o f  an ac tua l s k u l l  were a lte re d  in  p roducing th e  S k u ll S e rie s . On 

an ac tua l s k u l l ,  th e  su tures are seen as l in e a r  d iv is io n s  o f  the  

cranium  in to  sym m etrica l u n i ts .  In  th e  bronze s e r ie s  th e y  are 

rendered as in c is io n s  and d is lo dg ed  fra c tu r e s ,  separa ted p lanes and 

fragm ents which are never sym m etrica l.

In  th e  ac tua l s k u l l , o r i f i c e s  are sm all and th e  fo rm  p u rp o rts  to  be

s o l id .  When ca s t in g  an ac tua l s k u l l , th e  method o f  c losed core

ca s t in g  would be 

cavernous openings

used. By 

exposing twi

c o n tra s t ,  the s c u lp tu re s  reveal 

surfaces o f th e  cas t she et. No

Thla method is  used with forms where a hollow cast 1 
weight and cracking, through shrinkage o£ the metal 
created by a suspended core inside the mould which 1

made in order to reduce 
hen cooling. The hollow i  
removed after the work ha

Am -  Mrfil k, — rrt’ I



i l lu s io n  o f a s o l id  mass is  crea ted where, in  a c t u a l i t y ,  a ho llow  

e x is ts .  An open core c a s t is  used, re v e a lin g  the th ic kn e ss  o f  the 

bronze which Is  p a r t ly  de term ined by c a s t in g  requ irem en ts . In  these 

bronzes i t  im parts  a r in d  o r  f la n g e - lik e  q u a l i t y ,  no t e v id e n t In  an 

ac tua l s k u l l . The a c tu a l s k u ll c o n s is ts  la rg e ly  o f  th e  cranium  

which is  a con ta ined do m e-like  o r  hem isphe rica l fo rm . In  the  

S ku ll S e rie s , th e  cranium  is  always d is to r te d  to  an e x te n t where 

id e n t i f ic a t io n  can be made w ith  fo e ta l fo rm s, to rso s  o r  f ig u re s  in  

d i f f e r e n t  stances and po s tu re s .

The la rg e r  s c a le , d ic ta te d  by th e  wax re p lic a s  o f an a c tu a l s k u l l ,

cou ld now accommodate th e  aim and in te n t io n .  The f i r s t  acceptab le

r e s u lt  th a t emerged was an U n t i t le d  C om position (19 76 ), c o n s is tin g  (111. 8a + b)

o f two s k u l ls  se t on a t r a v e r t in e  base. The one s k u l l  appears to  be

tumbled on i t s  'b a ck ' by the o th e r. The base is  c o n v e n tio n a l, in

th a t ; t  fu n c tio n s  as a d is p la y  p e d e s ta l. T h is  se ts  th e  work a p a rt

from  most o th e r sc u lp tu re s  in  the S k u ll S e rie s , where th e  base

perform s th e  fu n c tio n  o f  an arena , o r  becomes in te g ra te d  w ith  the

s k u ll fo rm , to  an e x te n t th a t i t  i s  no lo n g e r read as a base.

G u la o lth a  and B ie r ,  bo th o f  1978. are examoles o f  t h is  in te g r a t io n .  (111. 7a + b)
  ------  (111. 9a + b)

The forms in  the  1976 work r e f le c t  an in te n t io n  th a t  is  s im i la r  to  

th a t o f  t r a d i t io n a l  m od e llin g  o r  ca rv in g . A s e r ie s  o f d i f f e r e n t ly  

shaped ‘ humps1 and 'h o llo w s ' w i th in  each s k u l l  form  are  fa sh ion ed to  

c rea te  a sense o f  a fo rc e , in s id e  th e  m odelled fo rm , which 

ap pa ren tly  th ru s ts  th e  su rfa ce  in to  d i f f e r e n t  u n d u la tio n s . I t  

d i f f e r s  from  t r a d i t io n a l  c losed core c a s ts , which suggest a s o l id  

form . Here th e  form  is  opened on a t le a s t one s id e , in d ic a t in g  th a t 

th e re  i s ,  in  fa c t ,  no in t e r io r  substance o th e r than a v o id . W hile 

c e r ta in  angles would suggest a s o l id  fo rm , a c rack o r  dis lodgem ent 

o f  a p lane would a r re s t  t h is  i l lu s io n ,  re v e a lin g  th e  ho llow ness o f 

the fo rm .

In  c la s s ic a l and o th e r t r a d i t io n a l  b ronzes, an i l lu s io n  o f  s o l id i t y  

e x is ts J  The Greeks carved a wooden core o f the intended fo rm , then
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spread a la y e r  o f  wax l i k e  a sk in  ove r i t ,  in c is in g  d e ta ils  in to  the 

wax. When th e  core was removed, th e  f ig u r e  remained o s te n s ib ly  

s o l id  and s im i la r  to  a s o l id  carved s c u lp tu re . I t  is  a c tu a lly  

h o llo w , a fa c t  no t revea led  by th e  s u r fa ce . W ith th e  development o f  

bronze c a s t in g , th e  core was la te r  poured in  l iq u id  fo rm , 

e lim in a t in g  th e  need f o r  ca rv in g  a co re . These bronzes are 

th e re fo re  u n lik e  a c a rv in g , in  th a t  th ey  are less  than what th ey  

appear to  be. The i l lu s o r y  aspect o f  th is  resembles 

re p re se n ta t io n a l p a in t in g , which appears to  show th re e  dimensions 

w h ile  occupying o n ly  tw o. 1

In  th e  S k u ll S e rie s , th e  bronzes l i k e  th e  ac tua l s k u l l ,  appear as a 

c o n ta in e r; b u t in  th e  bronzes, u n lik e  in  th e  a c tu a l s k u l l ,  t h is  

c o n ta in e r  is  seen to  be h o llo w . These s cu lp tu re s  are consequently 

more ‘ s k u l l - l i k e 1 than an ac tua l s k u l l  appears to  be.

The s k u l ls  in  th e  1976 U nt' t ie d  Com position have been transfo rm ed to  (111. 8a + b) 

an e x te n t th a t th e y  read n o t o n ly  as s k u l ls ,  bu t a lso  as human o r  

animal bodies s e t in  c o n i l ic t .  The n o tio n  o f  o p p o s itio n  is  more 

s p e c i f ic a l ly  and f ig u r a t iv e ly  s ta te d  than in  th e  welded s c u lp tu re s , 

which a re  le ss  reco g n isa b ly  f ig u r a t iv e  than th e  S ku ll S e rie s .^  This 

would seem to  in d ic a te  a deep-seated d if fe re n c e  between th e  two 

approaches. The forms in  the  welded works c o n s is t o f  n o n - f ig u ra t iv e  

metal s e c t io n s . These are composed w ith in  an area o f  space, the 

forms ap pa ren tly  s e t in  opposing p o s it io n s . As no d e f in i te  

id e n t i f ic a t io n  can be made w ith  th e  f ig u r a t iv e  w orld  o f  recogn isab le  

be ing s , the image re fe rs  back to  i t s e l f  o n ly . In  t h is  sense the  

work is  o f  a re d u c tiv e  n a tu re , exc lu d in g  the p o s s ib i l i t y  o f 

r e fe r r in g  to  an y th in g  o th e r  than i t s e l f .  The con te n t appears to  be 

l im ite d  w ith in  th e  boundaries o f a fo rm al 'p o le m ic ' about q u a l i t ie s  

o f  m a te r ia l, s u r fa c e , p ro p o rtio n  and th e  v is u a l re la t io n s h ip s  be­

tween m a tte r and space.3
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The forms o f  th e  S ku ll S e ries  have, by c o n tra s t ,  a s tron g  f ig u r a t iv e

in g re d ie n t,  executed in  a m a llea b le  m a te ria l which a llo w s  f o r  a

w id e r range o f  c o n fig u ra tio n s  o f  fo rm . These forms a re  a lso

composed in  an area o f  space and s e t in  opposing p o s it io n s  upon

bases. D e f in ite  id e n t i f ic a t io n s  w ith  th e  reco gn isa b le  w orld  o f

be ings can be made and th e re fo re  th e  image re fe rs  more to  those

asso c ia te d  images than to  i t s e l f .  Not be ing o f  a re d u c tiv e  n a tu re ,

th e  con te n t does no t o n ly  re vo lve  around fo rm al q u a l i t ie s  o f ^

m a te r ia l, s u r fa c e , p ro p o rtio n  and th e  v is u a l r e la t io n s h ip  between

m a tte r and space. A lthough such fo rm al c r i t e r ia  can be a p p lie d ,

re fe re nce  is  p r im a r ily  to  issues and a sso c ia tio n s  o u ts id e  th e  f i e l d  '

o f  p u re ly  fo rm al in te r p r e ta t io n .  T h is  would seem to  in d ic a te  th a t  !

th e  f i r s t  approach is  l im ite d  to  making refe rences m a in ly  to  the

fo rm a l, w h ile  th e  second approach is  a lso  making con tinuous ■

re fe re nce  to  a w orl d o u ts id e  th e  p u re ly  fo rm a l. b
The Sk u l l  S e ries  i s  ch a ra c te ris e d  by r e fe re n t ia l  a ss o c ia tio n s  w ith  '

human an d /o r animal fo rm s .*  An ac tua l s k u l l ,  d e sp ite  i t s  sym bolic 

c o n te n t, remains an anonymous and d e -pe rso na lise d  fo rm  o r  image.

S cu lp tu re s  in  th e  S k u ll S e ries  assume s p e c if ic  Id e n t i t ie s  in  

s p e c i f ic a l ly  personal s i tu a t io n s .  In  G u lq o lth a , th e  s k u l l  is  ( m  - 7a + b) • 

th ru s t  a g a in s t a r ig id  g r i l l e  o r  ra ck , th e  cranium  cracked and 

d is lo d g e d , y e t  be a ring  an in e ffe c tu a l and crumpled s h ie ld .  In  th e  !

s c u lp tu re  e n t i t le d  M oira Heimarmene, th e  s k u l l  is  caught and(111-10a + b) ^

suspended in  a re c ta n g u la r  b ra n c h -lik e  fo rm  which has e v id e n t ly  to rn  <

and destroyed i t .  In  B ie r , the s k u l l  has the  p ro te c t io n  o f  a s h ie ld ,  ( m  • 9a + b) ,

y e t  i t  i s  tumbled on i t s  s ide  and s e t upon a h igh ir r e g u la r  b ie r ­

l i k e  s tru c tu re . ■

In  o rd e r to  deal p r im a r ily  w ith  scu lp te d  fo rm  ra th e r  than rende r j

images o f  r e a d i ly  reco gn isa b le  s k u l ls ,  the p a r t ic u la r  image o f th e  |

s k u l l  had to  be p a r t i a l l y  s a c r i f ic e d .  The low er mandible was never 

used, because i t  made to o  s p e c if ic  and obvious re fe re nce s  to  an '■

Earlier works were notably more non-referential, in that no overt visual reference 
was made to the world of recognisable images. In spite of an Abstract Surrealist 
quality in Resurrection, i t  remains essentially an anonymous technological 
structure both In medium and content.



xy

ac tua l s k u l l . For th e  same reason, form s o th e r than those de rive d  ;

from  th e  ac tua l s k u l l , f o r  in s ta n c e , sh ie ld s  were added. E a r l ie r  Bj

w orks, which were con s truc ted  w ith  mechanical p re c is io n  from  !

u n y ie ld in g  metal p la te ,  con ta ined le s s  f l u i d  and o rg a n ic  fo rm  than

form s m odelled in  wax. Ti.c process o f  m od e llin g  d i r e c t ly  in  wax on

a sm all sca le  is  mud. more d i r e c t  and r e a d i ly  a lte r a b le  than w orking 

sheet m eta l o r  ex tru de d in d u s t r ia l  s e c t io n s . A m ajor d iffe re n c e  

between th e  S k u ll S e rie s  and e a r l ie r  works in  sheet m eta l is  th a t  

th e  's k u l ls ' ,  w h ile  e x is t in g  in  space, a re  a lso  seen to  co n ta in  ■

space w ith in  the  fo rm . The e a r l ie r  works e x is t  in  space and j

encompass space. They a re  ap pa ren tly  s o l id ,  b u t in  f a c t ,  ho llo w . j

The e a r l ie r  works can be seen as icons to  te chn o log y , whereas th e  1

S k u ll S e ries  is  roo ted  in  human re fe re n ce . j

The sm all s ca le , th e  immediacy o f  th e  m od e llin g  process and th e  j

in te n t io n  to  c rea te  co n fig u ra tio n s  o f  forms th a t  would assume ;

s p e c i f ic  id e n t i t ie s  in  s p e c i f ic a l ly  personal s i tu a t io n s ,  p lace th e  )

S k u ll S e ries  in  a ca teg ory  o f  s c u lp tu re  which has become known as (

'p r iv a te ' ra th e r  than 'p u b l ic ' w o rk .*  ~j-

Certain small-scale works by nineteenth-century French sculptors, for Instance 
Rude and Carpeaux, stand In direct contrast, in both form and content, to their 
large scale-public commissions.
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CHAPTER I I I

EARLY TWENTIETH-CENTURY INFLUENCES

Amongst the  s cu lp tu re s  sub m itted  fo r  th is  s tu d y , th e re  a re  n o ta b ly  

th re e  works th a t  appear to  have s tron g  s t y l i s t i c  a f f i n i t i e s  w ith  

some C ub is t s c u lp tu re . The works U n t i t le d  Com position 1974, (111. 6a + b) ! 

Com position I  1975, and The A fro x  Award 1978, bear s t y l i s t i c ( I U .  1 1 + 1 2 )  I 

resemblance s p e c i f ic a l ly  to  Roger de la  Fresnaye's I t a l ia n  Woman, |

Raymond D ucham p-V ilIon1s , The Horse, Jacques L ip c h i tz 's  S a i lo r  w ith  |

G u ita r , A lexander A rch ipenko ’ s W alking Woman and Woman Combing he r j

h a i r . 1 1

A lb e it  o f  an i l lu s o r y  n a tu re , th a t  i s ,  p ic to r ia l  i l lu s io n s  o f  i

advancing and receding fo rm s, s p a t ia l re la t io n s  between s o lid s  and I

v o id s , opaqueness and tran spa re ncy , th e  re v o lu tio n s  o f  A n a ly t ic  j

Cubism con ta ined much th a t  was o f  in te r e s t  to  s c u lp to rs  a t  th e  tim e . "j-

The A n a ly t ic  C ub is t p a in te r 's  ren de rin g  o f  a human head by means o f j

concave and convex so l id s ,  in te rs e c t in g  planes and ambiguous )

tra n sp a re n c ie s , co n ta in  s t ru c tu ra l and m etaphorical im p lic a t io n s  fo r  .!

s c u lp to rs  th a t  s u b s ta n t ia lly  a f fe c te d  th e  s c u lp tu ra l vocabu lary  o f \

the  tw e n tie th -c e n tu ry . I t  i s  p re c is e ly  th a t  q u a l i t y  o f  e a r ly  C u b is t i

p a in tin g s  th a t  makes a l lu s io n  to  in te rs e c t in g  p la ne s , s o lid s  and 

vo id s th a t  can cha llen ge th e  im a g in a tio n  o f a s c u lp to r  in to  

in te r p r e t in g  these i l lu s o r y  images in to  ac tua l th re e-d im en sion a l 

c o n s tru c t io n s .

A personal in te r e s t  in  C ub is t s c u lp tu re  arose m ain ly  because these 

sc u lp tu re s  dem onstrated in  th re e-d im en sion a l fo rm  an in te rp la y  

between s o l id  and v o id , as w e ll as an in te r p la y  between org an ic  and |

de la Fresnaye, Roger. Ita lia n  Homan. (3.912).
Ouchamp-Villon, Raymond. The Horse, (1914).
Archipenko, Alexander, Woman Combing her Hair, (1915). Walking Woman. (1912). 
Lipchitz, Jacqoea. Sailor with Guitar. (1914).



mechanical fo rm  which is  so 

in flu e n c e  C ub is t s cu lp tu re

apparent in  th e  U rg e  G lass . The 

had on th e  making o f  U n t i t le d

C om position, Com position I , and The A fro x  Award was no t s p e c i f ic a l ly  

l in k e d  to  the C ub is t concern w ith  th e  d is s o lu t io n  o f  mass. R ather, 

th e  la rg e  Glass and C ub is t s c u lp tu re  to g e th e r suggested ways o f  

in v ig o ra t in g  a personal fo rm  vocabu lary  ( u n t i l  then m a in ly  l im ite d  

to  mechanical fo rm s, as e v id e n t in  R e su rre c tion  and the Newcastle 

C iv ic  S c u lp tu re ) ,  w ith  o rg a n ic  and f ig u r a t iv e  in g re d ie n ts . I t  is  

assumed th a t  th e  h is to ry  o f  C ub is t s c u lp tu re  begins w ith  P ica sso 's  

Woman's Head* (1909). T h is  work c o n s t itu te s  a th re e -d im en s ion a l 

e q u iv a le n t o f  Seated Woman ( Woman in  Green) by th e  same a r t i s t ,  

executed In  th e  same y e a r. Tha tw o-d im ensional s ta tem ent o f  a face 

con s truc ted  by means o f  a d jo in in g , in te r s e c t in g ,  advancing and 

reced ing  p lanes, is  re a lis e d  th re e -d im e n s io n a lly  in  ta n g ib le  bronze. 

S t ru c tu ra l fe a tu re s  o f  th e  head, th a t  i s ,  cheekbone, ja w , fo rehead , 

b ridg e  o f  nose, are rendered in  a s t ru c tu ra l and geom etric fa s h io n . 

These fe a tu re s  sometimes stand as arched s u p p o rts , sometimes as 

s t r a ig h t  spans from  which are suspended d e ta ils  th a t  equate tendon, 

muscle and s k in .  The su rfa ce  o f th e  s c u lp tu re  is  fragm ented in to  

ir r e g u la r  jagged fa c e ts ,  convex and concave p ro tru s io n s  and h o llow s . 

Elements o f a m ech an is tic  ren de rin g  o f  a human fo rm  are c le a r ly  

e v id e n t and i t  was p re c is e ly  these fe a tu re s  th a t  suggested the 

p o s s ib i l i t y  o f  imbuing th e  p re v io u s ly  mechanical fo rm  voca bu la ry , as 

m an ifes ted  in  R esu rre c tion  f o r  in s ta n c e , w ith  an o rg a n ic  in g re d ie n t.

A m echan is tic  ren de rin g  o f  the  human form  is  even more apparent in  

Roger de la  Fresnaye's I t a l ia n  Woman (1912 ). The head, sho u ld e rs , (111. 13) 

arms and to rs o  are con ta ined in  a s o l id  mass, th e  su rfa ce  o f  which 

is  d iv id e d  in to  a s e r ie s  o f  f l a t  and curved in te rs e c t in g  p lanes.

The s u b t le t ie s  o f  th e  surfaces o f  the human anatom# th a t  a c tu a lly  

c o n s is t o f  innum erable concave and convex doub le-curved p la ne s , are 

here s im p lif ie d  In to  v i r t u a l l y  f l a t  and curved planes a lone.

The s e d u c tive , supple surfaces o f n in e te en th  cen tu ry  nudes are 

absent from  th is  approach to  f ig u r a t io n .  In s te a d , th e  geom etrica l

Rosenblum, R. Cubism and Twentieth Century Art. Harry N. Abrams Inc., 
Publishers, New York, p .291.

I
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and m ech an is tic  re n d e rin g , de sp ite  th e  e legance o f p o s tu re , is  more 

re m in isce n t o f  a s u i t  o f  armour w ith  i t s  a r t ic u la te d ,  in te r lo c k in g

In  A lexander A rch ip en ko 's  Woman Combing Her H a ir  (19 15 ), a s im i la r  (111. 14} 

fe a tu re  is  d is c e rn ib le  in  th e  awkward ju n c t io n s  o f  lim b s , which a t 

th e  same tim e suggest p o te n t ia l movement and elegance. In  Horse o f 

th e  same y e a r, we f in d  an equa tion  o f  o rg a n ic  and mechanical forms

1.............  in  which th e  s c u lp to r  has confounded the  locom otive  energy c

o f  the horse w ith  a chu rn ing  equine engine o f  m uscular wheels and 

ta u t  cranks '

Alexander A rch ip en ko 's  W alking (1912) cap tu re s  some o f  th e  ra d ic a l ( i l l .  15) j

in v e rs io n  o f s o l id  and vo id  which is  so c h a r a c te r is t ic  o f  A n a ly t ic  <

Cubism. Areas o f  th e  human anatomy, l i k e  th e  head and to rs o , which

are  masses o f  maximum d e n s ity ,  are rendered as v o id s . The stance o f

th e  f ig u r e  has a somewhat mechanical r i g i d i t y  and e re c tne ss . A le g , '

no rm a lly  conceived o f  and known to  be s o l id ,  is  rendered as a ho llow

and tape red c y l in d e r .  The compactness o f  masses as seen in  U

t r a d i t io n a l  European s c u lp tu re , is  here s u b s t itu te d  by a s h a tte r in g  /|

o f  mass, a p e n e tra t io n  th rough s o l id s ,  which prov ides a v is u a l ‘

In te rp la y  between s o l id  and vo id . ]

In  the U n t i t le d  Com position (1974) the scu lp ted  forms are presented (111. 6a + b) * 

on a geom etrica l base th a t  p ro v id es  a h o r iz o n ta l,  v is u a l fo rm at in  ;

the  con te x t o f  which th e  forms are  apprehended. C on trary  to  th e  :

a e s th e tic  o f  th e  C ub is t s c u lp to r  who s tro ve  to  break up mass, th e  i

in te n t io n  in  th is  case was to  re ta in  elements o f ge om etrica l form s ;

and to  imbue them w ith  a s p e c if ic  o rg an ic  c o n te n t th a t  would suggest j

humanoid q u a l i t ie s .  U n like  the b land In d u s tr ia l  e x tru s io n s  used in  j

p rev ious w orks, these forms are fa ce te d , and angled p lanes curve  ;

concave ly and con vex ly . !

i

The scu lp ted  forms are se t in  th e  con te x t o f  an I r r e g u la r  space ;

fram e, which d e fin e s  s p a t ia l l im i t s  w ith in  which th e  forms are read. !

^ Roaenblum R. Cubism and Iventleth Cencuty A rt. Harry N. Abrams Inc., 
Publishers, New York, 1975, p .293.
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One f ig u r e  a ttach ed  to  and he ld  w ith in  th e  space-fram e cou ld be seen 

as a female f ig u r e ,  con ta ined in a n ic h e - l ik e  s h ie ld  w ith  legs 

tucked askew beneath th e  s h ie ld .  The 'b re a s ts ' o r  'a rm s ' bear a 

marked resemblance to  th e  fo re -a rm s , w r is ts  and hands in  de la

F resnaye's I t a l ia n  Woman. The legs are  rendered as a s p l in te re d  ( H I *  13)

h o llow  c y l in d e r ,  each fragm ent evoking a sso c ia tio n s  w ith  a human 

lim b . T h is  fe a tu re  resembles the tre a tm e n t o f  the c y l in d r ic a l  leg  

in  A rch ip en ko 's  W alk ing. S im i la r ly ,  th e  fre e -s ta n d in g  f ig u r e  w ith  { IH «  15) 

i t s  head in c l in e d  towards the suspended f ig u r e ,  c o n s is ts  o f 

lo n g itu d in a l fragm ents o f  a c y l in d e r  th a t  have been fa ce te d  in to  a 

se r ie s  o f in te rs e c t in g  p lanes. The complex t i l t i n g  o f  angled 

p lanes, sometimes o ve rla pp ing  o th e r fo rm s, was in tro du ced  to  ach ieve 

f l u id  movements over and around surfa ces  as w e ll as to  compel a

continuous c i r c l i n g  o f  th e  work. A d i r e c t  C u b is t in flu e n c e  is  

evidenced in  th e  in te rp la y  between spaces and s o lid s .

Com position I (1975) th a t  fo llo w e d  s h o r t ly  a f t e r  U n t i t le d  ( H I  • H a  + b)

Com position (1974) is  le ss  complex in  th a t  no space-fram e is  used ( H I  • 6a + b)

and th e  d is t in c t  presence o f  'tw o  f ig u r e s ' is  no t c le a r ly  s ta te d  bu t

im p lie d . The v e r t ic a l ly  p laced s t r u ts  th a t  support a m u lt i- fa c e te d

meandering form  a re  again s p l in te re d  c y l in d r ic a l  s e c t io n s . These

s e c t io n s , in  s p ite  o f  o rg an ic  u n d u la tio n s , balance and in te r lo c k  in

a mechanical way. They r e c a ll  the awkward ju n c t io n  o f lim b s in

L ip c h i tz 's  S a i lo r  w ith  G u ita r  and A rch ip en ko 's  Woman Combing her (111. 16)

H a ir where j o in t s ,  such as th e  knees, are rendered in  a mechanical

fa s h io n , suggesting dismemberment. In  s p ite  o f  th e  e le g a n t posture

o f Com position I (19 75 ), these semi-mechanical fo rm s , m eeting a t

in c l in e d  a n g le s , evoke the  fe e l in g  th a t  they cou ld be unhinged a t a

to uch . From c e r ta in  angles i t  can be seen th a t  th e  form s are  jo in e d

by means o f o ve rla pp ing  p la ne s , a fe a tu re  which is  rem in iscen t o f  a

c o lla g e  process. Curved planes dominate the e x te r io r  su rfa ces ,

in v i t in g  a con tinuous c i r c l i n g  o f  the  fo rm s. A t in te rv a ls  these

surfaces are  in te r ru p te d  by an gu la r f l a t  planes th a t  are d ire c te d

towards the  in t e r io r  spaces. A diagona l b a r , th ru s t  between the

v e r t ic a l  fo rm s, increases focus on th e  v o id  between these fo rm s.

F ig u ra tiv e  id e n t i f ic a t io n  can be made, p a r t ic u la r ly  as p ro p o rtio n a l 

re la t io n s h ip s  between va riou s  components suggest le g s , to rs o  and
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head. However, p re c is e  f ig u r a t iv e  in te r p r e ta t io n s  cannot be made.

In  The M ro x  Award (19 78 ), based on a ve rs io n  executed in  1974 ,(111- 12a + b) 

f ig u r a t iv e  re fe rences a re  ap p a re n t.1 The p a r a l le l v e r t ic a l  supports

can be in te rp re te d  as th e  legs o f an e re c t f ig u r e .  Above these are

p laced in te r lo c k in g  mechanical and o rg a n ic  fragments which suggest ;

w aving a m  movements. I t  i s ,  however, no t apparent where th e  ;

evo ca tio n  o f  th e  anatom ical ends and th e  mechanical b e g in s . In  ;

con te n t and metaphor t h is  work f a l l s  b ro a d ly  in to  a rea lm  o f  j

s c u lp tu re  which was in i t i a t e d  by D ucham p-V illon 's  The Horse (1914 ). j

' I n  th e  process o f  a n a lo g iz in g  equine anatony and mechanical shapes I

the a r t i s t  so transfo rm ed h is  sources as to  make them inse pa ra b le  !

and a lm ost u n re co g n isa b le .1̂  j

U n t i t le d  Composition (19 74 ), C om position I  (1975) and The A fro x  -

Award (1978) d is p la y  a f f i n i t i e s  w ith  C u b is t s c u lp tu re  in  th a t  th e  ,

in terdependence o f  s o l id  and v o id  as com p osition a l dev ices are i

exp lored as an u n d e rly in g  concept. Jacques L ip c h i tz 's  comment on !

C ub is t s cu lp tu re  may a ls o  be ap p lie d  to  th e  in te n t io n  behind these '}-

w orks: ‘ I t  was a means o f  re-exam in ing th e  na tu re  o f s c u lp tu re  as |

an a r t  o f  th re e -d im en s ion s , space, mass, p lane and d i r e c t io n s . . . . 1̂  j

The images In  Duchamp's Large Glass a ls o  sparked an in te r e s t  in  ;

C ub is t s c u lp tu re . T h is  connection  between C ub is t s c u lp tu re  and i

Marcel Duchamp's work is  noted by Rosenblum ' ................. Duchamp- '

V i l lo n  has crea ted an e x tra o rd in a ry  eq ua tion  o f  th e  o rg a n ic  and |

Ihe Afrox Award was made In 1974, shortly a lte r Untitled CoWpoBiclon o f the sane 
year. In 1978, Afrox Limited, changed Che name of this award from Afrox Awar-1 to 
the Afrox Award. A new base with the modified Inscription was, therefore, 
required. Upon seeing the 'o rig ina l' a fter four years. I t  wes decided to remake 
the entire trophy on n larger scale. The new award d iffers greatly from the 
original.

2 Eleen, Albert E. Pioneers of Modem Sculpture. Arts Council o f Great Britain, 
1975, p.p. 28,29.

3 Jacques Lipchitz with H.H. Arnason, My L ife In Sculpture. Viking, 1S72, p. 162.
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m echanical th a t  has a f f i n i t i e s  w ith  h is  b ro th e r M a rc e l's  Machine ;

M e n .'1 oj

The works executed in  1974/75 co n ta in  f ig u r a t iv e  a s s o c ia tio n s . This

arose ou t o f  a d e s ire  n o t to  lose  c o n ta c t w ith  n a tu re , as w e ll as a

s tron g  n o tio n  th a t  'a b s tra c t shapes p e rm itte d  th e  re te n t io n  o f  human 

q u a l i t i e s ' . 2 ;

In  th e  S ku ll S e rie s , th e  e f fe c ts  o f  a C ub is t in flu e n c e  are j

m an ifes ted in  a manner th a t has no o v e r t  resemblance to  C ub is t ]

s c u lp tu re  o r  to  the th re e  scu lp tu re s  made between 1974 and 1978. !

The l i n k  between th e  S k u ll S e ries  and th e  work o f  th e  preceding \

p e rio d  is  o f  a p u re ly  conceptual n a tu re . P a rts  o f  some s k u l ls  evoke i

asso c ia tio n s  w ith  a human to rs o  in  a g ive n  po s tu re . In  some o f j

these s k u l ls  may be found occasional tra ce s  o f  th e  un du la tin g  

sensuousness o f  a fem ale nude by A rch ipenko. The ju x ta p o s it io n  o f !

th e  o rg a n ic  and the mechanical in  C ub is t s c u lp tu re  is  e v id e n t in  the !

S ku ll S e ries  o n ly  in  so f a r  as th e  m a in ly  o rg a n ic  s k u l l  fo rm  is  !

in v a r ia b ly  p laced in  th e  con te x t o f  a base o r  s h ie ld  o r  g r id  which 'j •

possesses mechanical fe a tu re s . The sense o f d is lo c a t io n ,  co lla pse  ]

and dismemberment in  th e  way some C ub is t s c u lp to rs  render jo in t s  i

between p a rts  o f  lim b s , m an ifests  i t s e l f  in  th e  s k u l ls  as a

sha tte red  and d is lodged cranium  o r  broken s h ie ld .  The C ub is t I

in te rp la y  between s o l id  and vo id  is  apparent o n ly  in  so f a r  as th e  j

s k u l l  1s rendered p a r t i a l l y  as a s o l id  fo rm , a lthough i t  i s  c le a r ly  i

seen to  be an empty c o n ta in e r . i

The works made under C ub is t in flu e n c e  a re  o f  m ajor im portance , in  I

th a t  th ey  served to  l in k  the  fo rm a lis t  concerns th a t  dominated the  j

e a r ly  works discussed in  t h is  d is s e r ta t io n ,  to  an inc re a s in g  

preoccupation w ith  th e  exp ress ive  and hu m an is tic  which c h a ra c te rise s  I

th e  S ku ll S e rie s . j

Rosenblura, R. Cublam ami Xwenciech Century A rt. Harry N. Abrams Inc., 
Publishers, New York, 1976, p. 293.

2 Elsen, Albert E. Pioneers o f Modern Sculpture. Ares Council of Great Britain, 
1975, p. 28. A Comment on the Sculpture of Jacques Lipchitz.

_  euLihh.. te o A w



CHAPTER IV

THE RELATIONSHIP BETWEEN CONTENT AND THE SCULPTED BASE

The base th a t  supports  a s c u lp tu re  fre q u e n t ly  fu n c tio n s  as a 

pedesta l o r  podium which e le va te s  the work above w hatever su rfa ce  i t  

may be placed upon. However, th e  base can, f o r  in s ta n c e , be in ­

te g ra te d  in to  th e  fo rm  and con te n t o f  a s c u lp tu re , in  which case the  

removal o f  such a base would s u b s ta n t ia lly  a l t e r  th e  meaning o f  the  

w ork. I t  is  a known fa c t  th a t  in  c e r ta in  pe rio ds  o f th e  h is to ry  o f  

a r t ,  a rc h ite c ts  were resp on s ib le  f o r  th e  design o f  pedesta ls  fo r  

fre e -s ta n d in g  s c u lp tu re , as they were f o r  the design o f  n iches which 

were to  con ta in  s c u lp tu re . For a long tim e i t  was a lso  g e n e ra lly  

accepted th a t  s c u lp tu re  had to  be e le va te d  from  the ground, thereby 

ho ld in g  the s p e c ta to r  a t  a re s p e c tfu l d is ta n c e . In  o rd e r to  ensure 

th e  grandeur and e le vate d na tu re  o f s c u lp tu re , so much emphasis was 

p laced on th e  pedesta l th a t th e  h e ig h t o f  such work wa-., a t  t im e s , 

doubled once i t  was p laced in  s i t u . T h is  was common p ra c tic e  in  th e  

n in e te en th  ce n tu ry , a tim e when s c u lp tu re  i t s e l f  was regarded as a 

branch o f p h ilo s o p h y .1 Men and women o f  g re a t i n t e l l e c t ,  o r  heroes 

o f th e  s ta te , were de p ic te d  in  such an e le va te d  manner. The aim was 

to  ra is e  the mind o f  the  man in  th e  s t r e e t  above th e  mundane and 

commonplace o f  da y -to -da y  l i v in g . 2

Sm alle r scu lp tu re  f o r  in te r io r s  a lso  rece ive d bases o r  p l in th s ,  in  

o rd e r to  separa te them from  the  f l o o r ,  s h e lf  o r  ta b le .  In  e a r ly  

tw e n tie th -c e n tu ry  sa lo ns , f ig u re s  were fre q u e n t ly  presented on

'Sculpture usa a status symbol in aristocratic and middle class homos and gardens. 
Viewed as a branch of philosophy, sculpture's place was in a nation's education 
system as well os in its  most honoured, physical settings. . . . .  I t  not only 
provided models o f ethical conduct, but of good physical posture.1 Bisen, A.E. 
Pioneers of Modem Sculpture, p. 8.

2 'The trad itional definition o f sculpture insisted upon the selective and tasteful 
imitation of liv in g  forms. The depiction of objects by sculptors in the past had 
been special cases, involving trophies o f war, symbols of professions, and 
attributes of gods and mortals,1 Elaen, A.E. Pioneers of Modern Sculpture.



s c u lp tu re d  bases th a t  s im u la te d  waves, c lo u d s , r iv e r  banks, e tc .  

I t  was Rodin who, by bu ry in g  th e  base o f  h is  l i f e - s i z e  Eve (18 97 ), 

in d ic a te d  h is  in te n t io n  to  p lace  s c u lp tu re  w ith in  sp e c ta to r  spa ce .1 

Kor Rodin the use o f  a base was an o p tio n  and no t a p re re q u is ite .  

H is small f ig u r e  s tu d ie s  o f  Can-Can dancers, s tu d ie s  o f  va rio u s  

p a rts  o f  the human anatomy, had no bases a t a l l  and cou ld  be 

hand led . These s c u lp tu re s  had no f ix e d  o r ie n ta t io n  and ‘ as they 

were tu rned in  one 's  hands th e y  to ok  on a new 1i f e . ' ^

W ith equal d is re g a rd  fo r  the base, Degas p laced h is  L i t t l e  Dancer o f  

14 yea rs  (1880-81) on a base made from  the  f lo o r in g  o f  a p ra c tic e  

h a l l .  H is Woman in  a Tub (1886) a lso  shows l i t t l e  concern f o r  the 

t r a d i t io n a l  base, p a r t ic u la r ly  i f  i t  is  borne in  mind th a t  th e  work 

is  to  be viewed from  above. In  Madonna o f  the  Rocks (1912 ), 

Archipenko in te g ra te d  th e  rocks o r  ‘ base1 in to  the  general 

com position  o f  the s c u lp tu re . In  several ins ta n ce s , Brancusi 

e lim in a te d  th e  base a lto g e th e r .  Prometheus (1911) and S leep ing Muse 

(1910) are no t in  any way dependent on u base; o b je c t - l ik e ,  they 

can be handled and p laced anywhere. E p s te in , in  h is  o r ig in a l 

ve rs io n  o f th e  Rock D r i l l  (1913) p laced th e  f ig u r e  on an actua l 

pneumatic d r i l l ,  mounted on i t s  t r ip o d .

The s c u lp tu re s  th a t  fo rm  p a r t  o f  the e a r ly  phase in  the  

S ku ll Series a re  s im p ly  mounted on p l in th s  as u n if ie d  and is o la te d  

images. So much a t te n t io n  was g ive n to  the d is to r t io n  and 

tra n s fo rm a tio n  o f  th e  s k u l l  in to  forms th a t  would d is p la y  a f f i n i t i e s  

w ith  co n to rte d  f ig u r e s ,  o r  p a r ts  o f  f ig u r e s ,  th a t t h e i r  re la t io n s h ip  

to  th e  base was g iven scant a t te n t io n  a t th e  tim e . T h is  a p p lie s  to  

the  f i r s t  in  th e  s e r ie s , an u n t i t le d  p a ir  o f  S k u lls  (19 76 ), mounted 

on a tr a v e r t in e  base. Three o th e r u n t i t le d  S ku lls  o f  1976, and a

In 1897 Rodin ex’sitUited a bronze version of hie life -s ize  Eve and l i te ra l ly  burled 
Its  base in the d ir t  floor of the Paria Salon Hall. Elaen, A.E. Pioneers of 
Modern Sculpture, p. 75,

2 Steinberg, L. Other C rite r ia. Oxford, 1972. Ihe essay on Rodin was revised from 
its  original version of 1963 and published as a catalogue by Charles Slatkin 
Galleries.
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S ku ll e n t i t le d  Com position I I  o f  1977, are mounted on c y l in d r ic a l  ,

s ta in le s s  s te e l bases.* j

In  la te r  works when th e  s k u l ls  became more f ig u r e - l ik e ,  th e  s k u ll

image as such was in c re a s in g ly  s a c r i f ic e d  in  o rd e r to  deal w ith  ^

scu lp ted  form . T h is  opened p o s s ib i l i t ie s  f o r  th e  in tro d u c t io n  o f

forms o th e r than those de rive d  from  th e  s k u l l .  Small p lana r

;ppendages in  e a r l ie r  s k u l ls  now became la rg e  p ro te c t iv e  s h ie ld s , a ' i

development which made i t  necessary to  p ro v id e  a con te x t o th e r  than j

a p l in th  f o r  these w orks. I

I n i t i a l l y  th e  sh ie ld e d  fig u re s  were p laced on f l a t  re c ta n g u la r  j

bases. In  F igu re  and S h ie ld  I , (1977) th e  re c ta n g u la r  b a s e , (H I-  17a + b) j 

a lthough no lo n g e r a v e r t ic a l  p l in th ,  does no t f u l l y  fu n c tio n  as an ;

a c t iv e  and in te g ra te d  con te x tua l environm ent f o r  th e  w ork. The I

b la d e - l ik e  e x ten s io ns , emerging from  underneath th e  s h ie ld ,  tw is t  

towards th e  ground and l i e  angled a g a in s t th e  base. These forms ^

cou ld  have been in te g ra te d  w ith  th e  base had the even su rfa ce  o f  the >j

base been a lte re d  by means o f un d u la tio n s  o r  t i l t s .  j

:'.ost o f  th e  works be long ing  to  the  S ku ll S e ries  a re  u n t i t le d  o r  they j

were g iven n o n -s p e c if ic  t i t l e s  such as Com position o r  F igu re  and ;

S h ie ld . In  o rd e r to  he igh ten  th e  exp ress ive  con te n t o f  a p a r t ic u la r  j

s tance o r  postu re  in  a s k u l l ,  inc re a s in g  a t te n t io n  was g ive n to  the j

In te g ra t io n  o f  th e  base w ith  th e  s k u l l  fo rm . The e f fe c t  o f  th is  \

In te g ra t io n  o f base and s k u l l  suggested, f o r  In s ta n ce , a f ig u r e  in  a |

landscape o r  a f ig u r e  w ith in  some o th e r predeterm ined environm ent.

I t  was t h is  he igh tened f ig u r a t iv e  and exp ress ive  con te n t th a t  !

prompted the more s p e c if ic  t i t l e s  g iven to  c e r ta in  w orks, fo r  I

example, C h r is tin e  (19 78 ), a t i t l e  which was de rive d  from  events i n ( n i .  18a + b) j

'Untitled (1976) by contrast ia ripped and tangled far beyond its  original Iona, 
and indeed recognisable os n skull only by Its  context in the general series. 
. . .Almost cynically this wild near-abstract assemblage is mounted on an impeccable 
stainless steel base.' (Hardenssen, 11. Neels Coetaee. Afrox, 1978, seventh 
page.) Ihe bases to nemo sculptures of th is period have b u ilt- in  revoluable 
mechanisms. These were introduced In order to make a l l  the aspects of the 
sculpture accessible to the viewer. Instead of having to move around the 
sculpture, the base can be turned.
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the  h is to ry  o f  i g i r l  who spent most o f  World War I I  in  

co n ce n tra tio n  camps.* T h is  t i t l e ,  chosen a f te r  th e  work was 

com pleted, in d ic a te s  th a t  th e re  we.' no in te n t io n  to  express elements 

o f he r p a r t ic u la r  fa te .  The t i t V .  was, however, chosen because the 

to rn  gouged, and la ce ra te d  f ig u r e ,  caught in  a branched fo rm , evoked 

a fe e l in g  o f  be ing trapped o r  im prisoned. The s k u l l  in  th is  

ins ta nce  is  presented w ith in  th e  con te x t o f  l in e a r ,  branched forms 

and p laced upon an i r r e g u la r  p la tfo rm , supported by rough 

i r r e g u la r ly  shaped le g s . However, th e  p la tfo rm  in  th is  case cou ld  

have been b e tte r  in te g ra te d  w ith  the s k u l l  fo rm , had th e  smooth 

su rfa ce  o f  th e  p la tfo rm  been d is ru p te d  in  some way in  o rd e r to  

r e la te  to  th e  cracked and d is to r te d  surfaces o f th e  s k u l l .  To some 

e x te n t th e  leg s  sup po rting  th e  whole s tru c tu re  do , in  t h e i r  

roughness and i r r e g u la r i t y ,  r e la te  to  th e  branched form  encompassing 

the s k u l l ,

Moira Heimarmene (1978) is  a d is to r te d  s k u l l  fragm ent suspended in  a ( H I  • 10a *  b)

b ra n c h -lik e  s tr u c tu r e .2 In  t h is  work th e  p la tfo rm  and s k u l l  are

more in te g ra te d  than in  C h r is t in e . The to rn  and roughened edges o i (111. ISa + b)

the p la tfo rm  bear s im i la r i t ie s  to  th e  branched forms and the

la c e ra tio n s  e v id e n t in  th e  s k u l l  i t s e l f .  P a rt o f  th e  b ra n c h -lik e

s tru c tu re  moves p a r a l le l  to  th e  h o r iz o n ta l su rfa ce  o f th e  p la tfo rm ,

d is ru p t in g  th e  blandness o f th is  su rfa ce . The v e r t i c a l i t y  o f  th e

rough supports is  con tinued in to  th e  u p r ig h t branched fo rm s, causing

a v e r t ic a l  th ru s t  from  the ground to  th e  upper e x t re m itie s  o f  the

co m p os ition .3

The fw r fz o n ta ) ,  i r r e g u la r  g r id  in  GuJgoltha (2978)^ appears le s s  {111. 7a + b)

The Afrikaans play Christine by Battho Smic, is  also baaed on episodes in her

2 Ancient Greek: leeaning 'the relentless and Irrevocable movement o f fate'

3 33ie rough supports in  Christine, Moira Helnannene and Bier, are 'found' bronze
sections froia a foundry. These sections are runners or sprues cue o ff large
bronzes after casting. (See Glossary of Terms.)

Ancient Armenian word for 'place of execution1. No reference to Jesus of Nazareth 
la . however. Intended.



th e  h is to r y  o f  a g i r l  who spent most o f  W orld War I I  in

co n ce n tra tio n  camps.1 This t i t l e ,  chosen a f te r  th e  work was

com ple ted, in d ic a te s  th a t  th e re  was no in te n t io n  to  express elements

o f he r p a r t ic u la r  fa te .  The t i t l e  was, however, chosen because the

to rn  gouged, and la ce ra te d  f ig u r e ,  caught in  a branched fo rm , evoked

a fe e l in g  o f be ing  trapped o r  im prisoned. The s k u l l  in  t h is  ;

ins ta nce  is  presented w ith in  the co n te x t o f  l in e a r ,  branched forms

and p laced upon an ir r e g u la r  p la t fo rm , supported by rough 4

i r r e g u la r ly  shaped le g s . However, th e  p la tfo rm  in  t h is  case cou ld  j

have been b e tte r  in te g ra te d  w ith  the s k u l l  fo rm , had th e  smooth 1

su rfa ce  o f  th e  p la tfo rm  been d is ru p te d  in  some way in  o rd e r to

re la te  to  th e  cracked and d is to r te d  surfa ces  o f  th e  s k u l l .  To some

e x te n t th e  leg s  sup p o rtin g  th e  whole s tru c tu re  do , in  t h e i r

roughness and i r r e g u la r i t y ,  re la te  to  th e  branched fo rm  encompassing ,

the s k u l l .  i

M oira Heimarmene (1978) is  a d is to r te d  s k u l l  fragm ent suspended in  a ( I l l .  10a + b)

b ra n c h -lik e  s t ru c tu re .^  In  th is  work th e  p la tfo rm  and s k u l l  are

more in te g ra te d  than in  C h r is t in e . The to rn  and roughened edges o f ( H I . 18a + b) J

th e  p la tfo rm  bear s im i la r i t ie s  to  th e  branched forms and the

la c e ra tio n s  e v id e n t in  th e  s k u l l  i t s e l f .  P a rt o f  the  b ra n c h -lik e

s tru c tu re  moves p a r a l le l to  th e  h o r iz o n ta l su rfa ce  o f th e  p la t fo rm , i

d is ru p t in g  the  blandness o f  th is  su rfa ce . The v e r t i c a l i t y  o f  th e  i

rough supports is  con tinued in to  th e  u p r ig h t branched fo rm s, causing j

a v e r t ic a l  th ru s t  from  th e  ground to  th e  upper e x t re m itie s  o f  th e  j

com p os ition .3

The h o r iz o n ta l,  i r r e g u la r  g r id  in  G u lg o lth a  (1978)^ appears le ss  ( H I .  7a + b) :

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

2 Ancient Greek: meaning 'the relentless and irrevocable movement o f fa te1

^ The rough supports in Christine, Moira Heimarmene and Bier, are 'found' bronze
sections from a foundry. These sections are runners or sprues cut o f f large
bronzes after casting. (See Glossary of Terms.)

Ancient Armenian word for 'place of execution'. No reference to Jesus o f Nazareth
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T ike a base than in  any preced ing work be long ing  to  th e  S k u ll S e rie s .

Here th e  g r id  d ic ta te s  how th e  work is  to  be p la ced , bu t i t  is  no t 

m erely a reco gn isa b le  base as is  th e  case in  most o f  the  works th a t 

c o n s t i tu te  the S ku ll S e rie s . The g r id  which supports th e  sh ie lde d  

s k u l l  suggests an abandoned, d is lo c a te d  ra c k , the s taves o f  which 

are in  d is a rra y . The cracks and te a rs  in  th e  s k u ll are accentuated 

by s h i f t s  in  su rfa ce  le v e ls ,  suggesting  a d is lodgem ent o f  the  

f r o n ta l  bone from  th e  cranium . The s h ie ld ,  from  one v ie w p o in t, 

appears to  curve e le g a n tly  to  anothe r s id e , bu t i s ,  in  f a c t ,  crushed 

in to  th e  tem p le , ap pa ren tly  causing a c rack in  th e  f r o n ta l  bone.

The in te g ra t io n  between th e  sh ie lde d  s k u l l  and i t s  ground support 

can be asc ribe d  to  an e q u iv a le n t degree o f  dis lodgem ent o f  p a r ts ,  in  

bo th th e  s k u ll se c tio n  and th e  g r id .

In  B ie r , a to pp le d  o r  sem i-recum bent s h ie ld e d  'L u l l  i s  p resented (111. 9a + b) 

upon an i r r e g u la r  frame w ith  fo u r  ir r e g u la r  sup po rts . The 

h o r iz o n ta l plane s tru c tu re  sup po rting  th e  sh ie lde d  s k u l l ,  a lthough 

ra ise d  o f f  th e  ground, co n ta in s  a se c t io n  th a t  surrounds and 

encloses p a r t o f  th e  s k u l l .  The s h ie ld  th a t  p a r t i a l l y  covers the  

s k u l l  buckles and curves around th e  h o r iz o n ta l p lane upon which the 

s k u l l  re s ts .  Such fe a tu re s  in  th e  com position  suggest a se r ie s  o f 

d iagona l th ru s ts  th a t  c o n t in u a l ly  move th e  eye from  th e  ground p lane 

to  th e  v e r t ic a l  e x t re m it ie s  o f  th e  w ork, as w e ll as moving 

d ia g o n a lly  across the h o r iz o n ta l e x t re m it ie s . Rough, craggy 

surfa ces  in  both the  sh ie ld e d  s k u l l  and the  sup po rting  s tru c tu re  

f a c i l i t a t e  an In te g ra t io n  between s k u l l  and b ie r .

In  Judas X I I I  (2979 ), th e  base is  ca s t from  a wax po u ring  th a t  has (111. 19a + b)

no c le a r  g e o m e tr ic a lly  de fin e d  e x t re m it ie s . The edges are 'p o o le d ',

i r r e g u la r ,  o rg an ic  shapes. The su rfa ce  o f  th is  base a lso  re ta in s

s l ig h t  u n d u la tio n s , caused by po u ring  wax w h ile  in  an advanced stage

o f  c o o lin g . The s u r fa c e , as w e ll as th e  edges, have in  common

h ig h ly  o rg an ic  p ro p e rtie s  and th e  v is u a l q u a l i t ie s  o f poured,

c o o lin g  wax is  re ta in e d  in  th e  c a s t. The bronze base is  mounted

upon fo u r  s h o rt supports th a t  are  no t v is ib le  from  normal v iew ing

an g le s , making th e  base p la te  appear as i f  i t  hovers above the

su rfa ce  upon which i t  s tands. A sh ie lde d  s k u l l  and bronze casts  o f

a c tua l tw igs are  mounted on th is  base. Together the s k u l l ,  tw igs

and base p la te  suggest a f ig u r e  in  a landscape. The base, the s k u ll



image and th e  't r e e s ' appear le ss  in te r re la te d  than in  the  

com position  G u lg o lth a  (19 78 ), as no conscious a ttem p t was made to ( I1 1 .7 a  + b) 

r e la te  these elements fo rm a lly .  The in te n t io n  was no t to  r e ly  on 

fo rm a lis t  s o lu tio n s  bu t to  evoke a mood o r  atmosphere by i n t u i t i v e l y  

p la c in g  th e  elements o f  com p os ition . Judas X I I I  resembles in  s p 1 r i t ( m . l9 a  + b) 

th e  calm a u s te r i ty  o f  those s u r r e a l is t ic  f ig u re s  on c i t y  squares by 

G iaco m etti. The p la c in g  o f  these f ig u re s  appears a ls o  no t to  have 

been d ic ta te d  by p u re ly  fo rm a lis t  c o n s id e ra tio n s , as G ia co m e tt i's  

emphasis on th e  in t u i t i v e  and exp ress ive  is  fre q u e n t ly  e v id e n t in  

bo th h is  drawings and h is  s c u lp tu re .1

The t i t l e ,  Judas X I I I  was g iven o n ly  a f te r  th e  work was com pleted.

A ccord ing to  one account o f  th e  fa te  o f Judas Is c a r io t  a f t e r  h is  a c t 

o f  b e tra y a l,  he ' . . .  purchased a f i e l d  w ith  th e  reward o f  In iq u i t y ;  

and f a l l i n g  headlong, he b u rs t asunder in  th e  m id s t, and a l l  h is  

bowels gushed o u t. And i t  is  known to  a l l  th e  d w e lle rs  a t 

Jerusalem ; insomuch as th a t  f i e ld  is  c a lle d  in  t h e i r  p rope r tongue,

Aceldama, th a t  is  to  say , th e  f i e l d  o f  b lo od . For i t  is  w r i t t e n  in  

th e  bouk o f  Psalms, l e t  h is  h a b ita t io n  be d e so la te , and l e t  no man 

dw e ll th e re in :  and his b is h o p ric  l e t  anothe r ta k e .2

T h is  s cu lp tu re d  arena w ith  i t s  bare t r e e - l i k e  form s and fra c tu re d  

t o t t e r in g  s k u l l  and s h ie ld ,  evokes a mood o f  d e s o la tio n  and 

barrenness which brought to  mind th is  p a r t ic u la r  account o f  th e  la s t  

days o f  Judas Is c a r io t .

In  Judas X I I I . B ie r  and G u lg o lth a . th e  s k u l l  forms a re  s e t in  an 

env ironm ent; th e  s k u l l  forms are e s s e n t ia l ly  s tr ip p e d  o f  s k u l l - l i k e

A comment on Walking Man (1968): 'Giacometti's figure is  like  a walking shadow, 
. . . .  the modern version of the man who walka alone and in the darkness of
Descartes...........As we look at the nervous pencil lines o f the drawing -  hesitant,
tentative, i t  is  as i f  the paper support melted away - an impression increased by 
the subtle linking of the figure with the vast surrounding margin by areas of 
drawing where the contour is  absent or broken. Equivalent effects in the bronze
derive from the vibrant modelling, ......... The figure seems eroded by the space
that encompasses i t . '  Strachan, W.J, Towards Sculpture, p. 197

The Holy Bible. King James Edition, The Acts of the Apostles, Chapter 1, verses 
18, 19, 20.

-  &r— I  ... .k ra y - .



a t t r ib u t e s . In  each case i t  i s  the  s p e c if ic  r e la t io n s h ip  between 

the s k u l l  fo rm  and env ironm enta l s tru c tu re  th a t  evokes a p a r t ic u la r  

mood and co n te n t; these fig u re s  assume s p e c i f ic  id e n t i t ie s  in  

s p e c i f ic  human s itu a t io n s .  I t  is  th e  in te r - r e la t io n s h ip  between 

s cu lp te d  fo rm  and a scu lp te d  base th a t makes th e  base o r  pedesta l an 

e s s e n t ia l element o f  the com p os ition . I f  such a base were a lte re d  

o r  removed, th e  meaning o f  th e  work would change s ig n i f ic a n t ly .

A l l  s cu lp tu re s  do no t n e c e s s a r ily  re q u ire  a base o r  p e d e s ta l. Some 

sm all works by Rodin e lim in a te  th e  base a lto g e th e r  and are m erely 

p laced on she lves o r  ta b le s ; consequently th e y  sometimes f in d  th e i r  

home in  th e  human hand. A ttem pts by Boccion i and Brancusi e ith e r  to  

in te g ra te  o r  e lim in a te  th e  base, dem onstrate th e  f l e x i b i l i t y  o f  

approach which th e  new s c u lp tu re  tren ds  o f  th e  tw e n tie th  cen tu ry  

o f fe r e d .*  I t  would be erroneous to  in s is t  th a t  bases should always 

be in te g ra te d  in to  th e  o v e ra ll design o f  s c u lp tu re , o r  th a t a l l  

s cu lp tu re  must be fre e d  o f  th e  base. In no va tio ns  around th e  use and 

fu n c tio n  o f  th e  base is  an aspect o f  s c u lp tu re  th a t  deserves to  be 

g ive n  the c lo s e s t a t te n t io n .

( i)  In works like Development of a Bottle in Space (1912), Boccioni began to 
Integrate the sculpture base into the design of the sculpture.

(11) Brancusi uses a simple cubical pedestal for the version of The Kiss (1908) 
which is in the Montparnasse Cemetery.



CHAPTER V

DRAWING AS AN EXPLORATORY DEVICE

The f i r s t  thoughts o r  's ke tch e s ' th a t  preceded many o f  the

s cu lp tu re s  presented f o r  th is  rese a rch , were diagrams th a t  captured 

some e s s e n t ia l c h a ra c te r is t ic s  o f  th e  whole concept and design . 

These 's ke tch e s ’ o r  diagrams a lso  served as an i n i t i a l  a id  fo r  

re s o lv in g  te c h n ic a l and mechanical problems th a t  a r is e  in  the

c o n s tru c t io n  and exe cutio n  o f  th e  f in a l  s c u lp tu re .

A diagram Is  a way o f  conveying the  re la t io n s h ip  a t work 
In s id e  some k ind  o f  u n ity .  I t  is  a v is u a l form  o f  lo g ic a l
th in k in g  ___  I t  can be about how th e  human body w orks;
how to  d ism an tle  an au tom obile  a x le ; how to  work o u t a 
w ind - p a tte rn  ove r te r r a in ;  how th e  ideas in  a ph ilosophy 
o r  s c ie n t i f i c  process are connected.1

There are  s c u lp to rs  who do no t make use o f  th e  i l lu s i o n is t ic  device 

o f p re p a ra to ry  sketches be fo re  embarking on th e  f in a l  w ork. A 

s c u lp to r  who works w ith  a fo rm a lis t  approach and who chooses a

process o f composing sim p le geom etric u n i ts ,  may w e ll c r y s ta l l iz e  

the  'o r ig in a l  id e a ' more s u c c e s s fu lly  by us ing  th e  d i r e c t  method o f  

c o n s tru c t in g  a sm all sca le  ve rs io n  o f th e  envisaged s c u lp tu re . In 

such an In s ta n ce , drawing o r  ske tch ing  th e  Idea beforehand may serve 

no p ra c t ic a l purpose beyond s im p ly  e s ta b lis h in g  fo rm a t, s tru c tu re  

and p ro p o rtio n . An a r t i s t  l i k e  Edoardo V i l l a  p re fe rs  to  s c u lp t in  a 

d i r e c t  spontaneous and I n t u i t i v e  manner. H is in s is te n c e  on 

spo n tan e ity  re q u ire s  th a t  Ideas are  tra n s la te d  d i r e c t ly  in to  th ree 

d im ensions. V i l l a 's  i n i t i a l  e x p lo ra to ry  means to  c r y s ta l l i z e  h is  

ideas fo r  a s c u lp tu re  take th e  form  o f  s m a ll-s ca le  maquettes 

con s truc ted  in  cardboard. In  using t h is  method th e  s c u lp to r  

im m ediate ly e s ta b lis h e s  p ro p o rtio n a l re la t io n s h ip s  in  th re e  

dim ensions.

1 Rawaon, Philip. Iha Are of Druwtng. MacDonald and Co. London and Sydney,



By c o n tra s t ,  some s c u lp to rs  use an exact d ra w in g, diagram  o r  a ra p id  

s c r ib b le ,  as a s ig n i f ic a n t  means o f  e x p lo r in g  and c r y s ta l l i z in g  an

ide a . When considered in  terms o f  the  e v o lu tio n  o f  a w ork, the

drawing o r  f i r s t - id e a  s c r ib b le  resembles th e  i n i t i a l  th re e -d im en­

s io n a l cardboard m aquette, in s o fa r  as they Lo th  serve to  c la r i f y  fo r

the s c u lp to r  no tio n s  about form  and co n te n t. For a s c u lp to r  who

i n i t i a l l y  makes use o f  th e  i l lu s o r y  image, e i th e r  r a p id ly  sketched 

o r  drawn e x a c t ly ,  th e  idea is  f a i r l y  q u ic k ly  represen ted in  u n if ie d  

v is u a l form . Even h ig h ly  complex org an ic  and ge om e trica l form s can 

thus be recorded on a f l a t  su rfa ce  in  a com p ara tive ly  s h o rt tim e .

Proposed C olossal Monument fo r  th e  Thames E s tua ry : Knee (1966) by

Claes Oldenburg and W alking Man (1948) by G iacom etti are both 

drawings which i l lu s t r a t e  how a ra p id  s c r ib b le  can encapsula te the  

e n t ir e  id e a .1 Most o f  th e  s c u lp tu re s  presented as p a r t  o f  th is  

study have f i r s t  been conceived in  sketched fo rm . These sketches 

were im p o rta n t in s o fa r  as the general idea was developed, w h ile  no 

p a r t ic u la r  a t te n t io n  was g iven to  th e  d e ta ils  o f  s p e c if ic  

re la t io n s h ip s  between p a r ts . I t  is  th is  way o f deve lop ing  the  

general idea th a t  d is tin g u is h e s  th e  s c u lp to r  who f i r s t  v is u a lis e s  

h is  idea in  a ske tch , from  the  one who exp lores  th e  idea d i r e c t ly  in  

th re e  d im ensions. A lthough the  works in  th e  S k u ll S e ries are  a l l  o f  

a sm all s ca le , the  p re lim in a ry  drawings do no t a c tu a lly  suggest any 

p a r t ic u la r  sca le  o r  s iz e . Through a process o f  rep ea ted ly  drawing 

th e  'o r ig in a l  Id e a 1 in  d i f f e r e n t  c o n f ig u ra t io n s , ideas can be 

exp lored in  an a lm ost u n lim ite d  number o f ways. The sketches f o r  

the  S k u ll S e ries  were never regarded as f in is h e d  works o f  a r t .  They 

should m erely be considered as in v e s t ig a t io n s  in to  th e  fo rm al and 

conceptual p o s s ib i l i t ie s  suggested by th e  'o r ig in a l  id e a '.  The 

conceptual in v e s t ig a t io n  would m ain ly  In v o lv e  spe cu la tion s  about the

Oldenburg in £act builds up notebook-drawings of th is kind that can amount to as 
many as s ix hundred per year. Some o£ these drawings are eventually re-drawn as 
precision drawings, to be referred to In the execution of the fin a l sculpture.



na tu re  o f  th e  In tended fo rm , cho ice o f  m a te ria ls  and processes to  be 

used in  th e  c o n s tru c t io n  and exe cutio n  o f  th e  f in a l  w ork. On a 

te c h n ic a l le v e l ,  th e  process o f  drawing would p a r t i a l l y  c l a r i f y  ways 

o f te c h n ic a l ly  com bin ing d i f f e r e n t  methods o f  c o n s tru c t io n  and 

u lt im a te  assembly.

The ' l i f e '  o f  i n i t i a l  's ke tch e s ' i s  fo r  as lon g as th ey  serve as an 

a id  in  executing  th e  f in a l  w ork; beyond th is  th ey  serve no purpose.

In  most sketches and drawings i l lu s t r a te d  in  th is  d is s e r ta t io n ,  i t  

is  c le a r  th a t  no a ttem pt was made to  compose th e  image in  r e la t io n  

to  th e  fo rm a t. This dem onstrates th a t  such sketches were no t 

in tended to  be seen as f in a l  w orks, bu t served m erely as fo rm al and 

conceptual e x p lo ra t io n s  in  a la rg e r  process.

The ne ce ss ity  to  c la r i f y  ideas f i r s t  th rough sketches and drawings 

may have a r is e n  because o f  th e  a n t ic ip a t io n  o f  such co m p le x itie s  as 

com bining geom etrica l u n its  w ith  un du la tin g  org an ic  fo rm . As the 

co n te n t envisaged was o f  an exp ress ive  ra th e r  than o f a fo rm a lis t  

n a tu re , th e  process o f  drawing th e  'o r ig in a l  id e a ' demanded th a t  the 

drawings o r  sketches themselves conta ined an exp ress ive  q u a l i ty .

The q u a l i t y  o f  mark in  c e r ta in  drawings a t tim es d ic ta te d  the

cho ice o f  m a te ria l f o r  the s c u lp tu re . I t  was, f o r  in s ta n c e , the

q u a l i t y  o f  some marks in  the p re lim in a ry  sketches f o r  B ie r  (1978 ), ( m .  20a + b

th a t suggested th e  use o f  rough o f fc u ts  o f  bronze run ne rs , ra th e r

than n e a t ly  extruded s e c tio n s .

D is t i l l i n g  and c r y s ta l l i z in g  an idea, by ske tch ing  and drawing 

c o n tr ib u te s  s u b s ta n t ia lly  to  th e  es tab lish m e n t o f  a springboard  fo r  

th e  p ra c t ic a l exe cu tio n  in  th re e  d im ensions. Such draw ings, 

however, always remain i n i t i a l  e x p lo ra t io n s . In  th e  process o f 

e s ta b lis h in g  th re e -d im en s ion a l eq u iva le n ts  f o r  th e  i n i t i a l  

two-d im ensional image, m ajor con s id e ra tio n s  a r is e  which are s t r i c t l y  

o u ts id e  the scope and purpose o f th is  k ind  o f  draw ing. F i r s t ,  the 

f l a t  i l lu s o r y  image, o r  'p r im a ry  m ove r', must be re a lis e d  in  a 

m a te ria l th a t can equate the k in d  o f form  embodied in  t h is  image. 

Once th e  a p p ro p ria te  m a te ria l is  fo un d, reco gn isa b le  fe a tu re s  o f  the 

f l a t  image must be e ith e r  m odelled , c a s t , moulded, con s truc ted  or

.1

* f  tkr,*' A, inftAHIht i v i irr *i



x y

carved. Sometimes a com bination o f  these methods would be used.

Once an i n i t i a l  e q u iv a le n t o f  th e  image is  reco gn isa b le  in

th re e -d im en s ion a l fo rm , such a fo rm  assumes autonomy ove r th e  sketch

o r draw ing. T h is  fo rm  may now suggest p o ss ib le  c o n fig u ra tio n s  th a t

are no t e v id e n t in  th e  o r ig in a l draw ing. In  exe cutin g  th e  sc u lp tu re

M oira Helmarmene (19 78 ), ac tua l tw ig s  were in c o rp o ra te d , and f i n a l l y  (111. 21a + b

ca s t in  bronze in  o rd e r to  equate th e  th o rn -1  ik e  su p e rs tru c tu re  th a t

surrounds th e  s k u l l .  A lthough the  drawn image g e n e ra lly  resembles

th e  f in a l  s c u lp tu re , m ajor d iffe re n c e s  are d is c e rn ib le .  In

composing th e  th re e -d im en s ion a l ve rs ion  o f  th e  s u p e rs tru c tu re , the

branches were kno tted  and t ie d  to g e th e r w ith  heavy s t r in g ;  th is

fe a tu re  is  no t e v id e n t in  th e  draw ing, bu t now assumes major

im portance as p a r t  o f  th e  fo rm  and con te n t in  th e  s cu lp te d  work.

The drawn image o f th e  s k u ll s tro n g ly  suggests (o n ly  one view  was 

drawn) th a t th e  co n to rte d  s k u l l  i s  com ple te . In  th e  s c u lp tu re , 

however, a p a r t ia l  s k u l l  appears, a p p a re n tly  r ip pe d  open and g u tte d . (111. 10b) 

The drawing suggests th a t  the s k u l l  is  c u r le d  around th e  crossbar 

w ith  th e  cranium  in  th e  upper se c tio n  o f  the com p os ition ; in  the  

s c u lp tu re  th e  s k u l l  is  suspended from  the  s u p e rs tru c tu re , the  

cranium  hanging lim p ly  above th e  base. In  the  drawing th e re  is  no 

in d ic a t io n  o f  a base, th e  com position is  supported by the 

b ra n c h -lik e  forms them selves; in  th e  s c u lp tu re  a dominant 

ta b le - l ik e  s tru c tu re  form s a d e f in i te  base.

When re a lis in g  th e  i n i t i a l  tw o-dim ensional ren de rin g  o f an idea in  

th re e -d im en s ion a l scu lp ted  fo rm , such m o d if ic a tio n s  seem im p e ra tiv e , 

la rg e ly  because o f  a change in  mode as w e ll as a s h i f t  in  

con cep tion . A ske tch  w ith  o n ly  one v ie w p o in t, occupying a f l a t  

su rfa ce  and re ly in g  on an i l lu s lo n is t ic  mode achieved by th e  use o f 

tone and l i n e ,  demands o f  th e  v iew er d i f f e r e n t  percep tua l and v is u a l 

s k i l l s  than does a th re e-d im en sion a l ta n g ib le  form  w ith  i t s  numerous 

v iew p o in ts  and space-occupying p ro p e rtie s . The m u ltitu d in o u s  

v iew ing angles o f  a sc u lp tu re  n e ce ssa r ily  demand th a t  a conceptual 

s h i f t  i s  in tro du ced  in  o rd e r to  g ive  each aspect the a p p ro p ria te  

degree o f in te r e s t  and v i t a l i t y .

A comparison between th e  sketches f o r  M oira Helmarmene and (111. 21b)



37

Synthol-Dome re ve a ls  th e  d if fe re n c e  between types o f  drawing th a t  (111. 22a) 

may co n ta in  a l l  th e  e s s e n t ia l fe a tu re s  which th e  s c u lp to r  m y  

i n i t i a l l y  re q u ire  in  o rd e r to  pursue th e  idea in  th re e  d im ensions.

The sketch f o r  M oira Heimarmene co n ta in s  f a i r l y  d e ta ile d  

d e s c r ip tio n s  o f  the s k u l l  image -  d e ta ils  th a t  were, in  f a c t ,  never 

used in  th e  f i n a l  w ork. The su p e rs tru c tu re  con ta in s  no d e ta il  o f  

fo rm , b u t th e  an gu la r type o f  mark used to  render t h is  image m erely 

suggests b ra n c h - lik e  fo rm s. T h is  ske tch , c o n ta in in g  c a r e fu l ly  

m an ipula ted and u n d u la tin g  to n a l areas is  c lo s e r  to  what would 

g e n e ra lly  be considered a completed draw ing. In  th e  ske tch  fo r  

Synthol-Dome we have, in  f a c t ,  a f i r s t - id e a  s c r ib b le  which was 

executed in  le s s  than one m inute . N onetheless, th is  s c r ib b le  

a lre a d y  co n ta in s  a l l  th e  e s s e n t ia l fe a tu re s  th a t c o n s t i tu te  the 

f in a l  s c u lp tu re . The o n ly  m ajor change d is c e rn ib le  between th is  

ro u g h ly  drawn image and th e  f i n a l  work is  th a t th e  h o r iz o n ta l 

c y l in d r ic a l  form s beneath the 1 dome1 in  th e  drawing were rendered as 

u n d u la tin g  r ib b o n - l ik e  form s in  th e  s c u lp tu re . ( i l l .  22b)

U n lik e  th e  mechanical draughtsman who se ts  ou t to  produce an exact 

w ork ing  drawing o r  schem atic e q u iv a le n t o f  a m o to r-ca r o r  b u i ld in g ,  

th e  sculp tor-draugh tsm an o n ly  c r y s ta l l iz e s  and d i s t i l s  an idea in  

drawn o r  sketched fo rm . The scu lp tor-draugh tsm an uses drawing as a 

dev ice  to  render a n o n -v is u a l, n o n -ta n g ib le  th ou gh t o r  fe e l in g  

graspab le  and communicable by means o f  v is u a l p e rc e p tio n , and th is  

is  then o n ly  an i n i t i a l  stage in  th e  w i l l  f o r  ta n g ib le  form .



CONCLUSION

Although some e a r ly  works are  d iscussed in  d e ta i l ,  th e y  do not 

c o n s t i tu te  p a r t  o f  th e  p r a c t ic a l component o f  t h is  s tu d y ; th e y  have 

been inc lu de d in  o rd e r to  i l lu s t r a t e  the  changes in  imagery th a t 

occurred between 1968 and 1975. The f i r s t  two w orks, R esu rre c tion  

{1968) and th e  Newcastle C iv ic  Centre S cu lp tu re  (1970) are 

in flu e n ce d  by s c u lp tu ra l tendencies e v id e n t in  European s c u lp tu re  o f 

the  mid 1960‘ s . The m ajor preoccupa tions in  th is  k ind  o f  s cu lp tu re  

were w ith  th e  a b s tra c t arrangement o f  geom etrica l u n i ts .  In  s p ite  

o f  a c e r ta in  s e n s ib i l i t y  to  d e ta il  re la t io n s ,  com position  and 

te c h n ic a l f in e s s e , th e re  seems l i t t l e  th a t can be regarded as an 

e s ta b lish e d  personal imagery.

The two U n t i t le d  Com positions o f  1972 and 1974 reveal a s h i f t  from  

o v e r t ly  m ech an is tic  in d u s t r ia l  sou rces, to  an awareness o f  e a r ly  

tw e n tie th -c e n tu ry  a r t ,  n o ta b ly  some C ub is t s cu lp tu re  and Duchamp's 

The B rid e  S tripp ed  Bare by her Bachelors Even. The a t te n t io n ,  as 

revea led  in  these w orks, appears to  focus on h is to r ic a l  sources 

ra th e r  than on contemporary movements. T h is  is  a lso  emphasized by 

the cho ice o f  m a te r ia l, which r e f le c ts  a preoccupa tion w ith  the 

t r a d i t io n a l ly  known method o f m o d e llin g , moulding and c a s t in g  in  

b ronze, us ing  the a n c ie n t los t-w ax  process. The sm all sca le  o f 

these two works not o n ly  c o n s t itu te s  a d ra s t ic  break w ith  the 

methods employed fo r  fo rm er s c u lp tu re s , bu t a ls o  rep re sen ts  a 

departu re  from  c u rre n t tre n d s , such as re d u c tiv ism  as w e ll as the 

tendency towards making la rg e , a b s tra c t ,  s te e l s c u lp tu re .

Furtherm ore, the  s c u lp tu re  credos o f the 1960‘ s and th e  19 70 's 

emphasized the n o n - f ig u ra t lv e , whereas in  these sm all works u 

d is t in c t  f ig u r a t iv e  and sometimes re p re se n ta tio n a l element is  

c le a r ly  d is c e rn ib le .  The emphasis on te c h n ic a l fin e s s e  is  a fe a tu re  

common to  a l l  th e  works d iscussed. However, in  R esu rre c tion  and in  

the Newcastle S c u lp tu re , f in is h e s  are achieved by mechanical means 

{sometimes even executed by te c h n ic ia n s ) , whereas in  a l l  the  la te r  

works the mechanical process is  rep laced by th e  ha nd -c ra fte d  fo rm , 

p e rso n a lly  executed.



Thu s c u lp tu re s  in  th e  S ku ll S e ries  which rep resen ts  th e  p ra c t ic a l 

coff^onent o f  th is  s tudy  a f f irm s  an in te r e s t  n o t on ly  in  sm all sca le  

w orks, bu t '■ th e  f ig u r a t iv e  and the  re p re s e n ta t io n a l. In  t h is  

s e r ie s , someviUt c o n tra ry  to  many in te rn a t io n a l s c u lp tu re  tren ds o f  

th e  19 70 's , th e  re co gn iza b ly  an thropom orphic o r  biom orph ic o b je c t,  

th e  s k u l l , i s  used as source m a te r ia l. Consequently th e  works 

c o n s is te n t ly  r e '  - ho th e  f ig u r a t iv e .  The e a r ly  s cu lp tu re s  in  th is  

s e r ie s  are p la t ,  upon bases th a t  fu n c t io n  as d is p la y  pede s ta ls . 

The concern f o r  th e  f ig u r a t iv e  and e xp ress ive  con te n t o f  th e  

s cu lp tu re  i t s e l f  was so emphatic th a t  th e  fo rm al in te g ra t io n  between 

scu lp ted  form  and base in  th is  case was a secondary c o n s id e ra tio n . 

However, in  th e  la te r  works o f  t h is  s e r ie s , when th e  s k u l ls  were 

in c re a s in g ly  transfo rm ed in to  metaphors f o r  ' f ig u r e s ' ,  i t  was 

th ou gh t necessary to  in tro du ce  a s tro n g e r in t is r - re V t io n s h ip  between 

th e  s k u l l  forms and th e i r  sup po rting  s tru c tu re s . In  some w orks, as 

in  Judas X I I I  (19 79 ), th e  s k u l l  fo rm  on i t s  sup po rting  s tru c tu re  

evokes asso c ia tio n s  w ith  a f ig u r e  in  a landscape. In  o th e r  works 

l i k e  G u lgo ltha  (1978) and B ie r , o f  th e  same y e a r , no re fe re nce  is  

made to  a f ig u r e  in  a landscape; ra th e r ,  th e  works evoke 

a sso c ia tio n s  w ith  f ig u re s  pinned o r  bound to  racks . In  G u lgo ltha  

the g r id  which sup po rt- th e  s k u l l  fo rm  can h a rd ly  be seen as a 

conven tiona l base o r  pe d e s ta l, as i t  does no t ra is e  th e  s k u ll form  

s ig n i f ic a n t ly  above the  ground p lane. F o rm a lly , th is  g r id  is  a 

h o r iz o n ta l s t ru c tu re , a r e l i e f  p a tte rn  th a t  demarcates a s u r fa ce , a 

con te x t w ith in  which the s k u ll and s h ie ld  are seen. T h is  im p lie s  

th a t th e  to p  view o f  the work is  as im p o rta n t as th e  s id e  v iew s, a 

fe a tu re  which re c a lls  Degas1 Woman in  a Tub (1886),. where a m ajor 

v ie w p o in t is  from  above. In  B ie r  the  sh ie ld e d  recumbent s k u l l  fs  

presented on a base o r  s tru c tu re , a p e d e s ta l, l i k e  a movable 

fu n e ra ry  stand o r  a b ie r .  Here the  'b a se ' o r  'p e d e s ta l1 does not 

m erely serve to  r s is e  the w ork, i t  becomes a fo rm al and 

icon og ra ph ica l exten s io n  o f  th e  s k u l l .  Whether the base is  used as 

a pedesta l o r  whether i t  becomes an exten s io n  o f form  to  enhance the 

w ork, is  a fa c to r  which depends e n t i r e ly  on the in te n t io n  o f the 

s c u lp to r  reg ard in g  concept, fo rm  and co n te n t. Many scu lp tu re s  by 

Anthony Caro dem onstrate th a t the  base may a lso  be dispensed w ith  

a lto g e th e r  i f  the s c u lp tu ra l in te n t io n  re q u ire s  th is .



Drawing as an e x p lo ra to ry  device in  con ce iv in g  form  and c la r i f y in g  

in te n t io n ,  da tes back ove r many c e n tu rie s . Amongst tw e n tie th -  

ce n tu ry  s c u lp to rs ,  i t  was p a r t ic u la r ly  Ihe drawings o f  Henry Moore, 

A lb e r to  G iacom etti and Claes Oldenburg th a t suggested drawing as a 

method o f  d i s t i l l i n g  ideas fo r  th e  s e r ie s  o f works presented here. 

M oore 's drawings o f f ig u re s  in  landscapes, G ia c o m e tt i's  w a lk ing  

f ig u r e s ,  and O ldenburg 's v is u a l iz a t io n s  o f g ig a n t ic  hats and massive 

monuments, dem onstrated th a t draw ing can be used as a means o f  

co n ce p tu a liz in g  and v is u a l ly  e x p lo r in g  a s c u lp tu ra l id e a . Such 

drawings form  an in te g ra l p a r t  o f  th e  e v o lu tio n  o f  a c re a tiv e  

process because the  sketch o r  draw ing o f  th e  'o r ig in a l  id e a ' can be 

seen as an e q u iva le n t o f  th e  sm all sca le  maquette. This

p a r t ic u la r ly  a p p lie s  to  th e  p re lim in a ry  drawings fo r  small

s c u lp tu re , l i k e  the S ku ll S e rie s , as these drawings a c tu a lly  o b v ia te  

the  need f o r  making m aquettes. In  th e  case o f  ve ry  la rg e

sc u lp tu re s , however, a drawing alone may no t f u l f i l  th e  fu n c tio n  o f

a maquette adequate ly.

C oncep tua lly  th e  S ku ll Series is  concerned w ith  the  human c o n d it io n  

in  a broad sense and w ith  th e  t r a g ic  na tu re  o f  man's d e s tin y . There 

is  n o t one work in  the se r ie s  which does no t take on th e  cha rac te r 

o f  e i th e r  a whole body o r  p a r ts  o f  a body; th e  v iew er can d isce rn  

backs and heads, elements which hook and gouge. T ea rs , cracks and 

la c e ra tio n s  ch a ra c te riz e  these s k u l ls  re p e a te d ly . The s h ie ld - lik e  

forms sym bo liz ing  in e ffe c tu a l de fence, are  in v a r ia b ly  dented and 

to rn . The s k u l ls  in  t h e i r  co n te x t o f  racks , g r i l le s  and tum b ling  

s t ru c tu re s , s e t up an in te r a c t io n  between s o l id  and v o id  th a t 

he igh tens the  sense o f  em otional te n s io n  and c o n f l ic t .

Form ally  and ic o n o g ra p h ic a lly  th e  o v e r t drama in  these works places 

them in  a genre o f  tw e n tie th -c e n tu ry  European sc u lp tu re  which has 

been exp lored p a r t ic u la r ly  by Germaine R ic h ie r  and A lb e rto  

G iaco m etti. C orresponding fe a tu re s  may a lso  be found in  the works 

o f a number o f post-second W orld War B r i t is h  s c u lp to rs , s p e c i f ic a l ly  

the e a r ly  works o f  Kenneth A rm itage, Reg B u t le r ,  Lynn Chadwick and 

Bernard Meadows.



The i n i t i a l  in flu e n c e s  from  C ub is t s c u lp tu re  as w e ll as from  the  

Large G lass, in tro du ced  a s h i f t  away from  m ech an is tic  sources 

towards more hum anist sources; from  the  n o n - f ig u ra t iv e  towards the  

f ig u r a t iv e .  When th e  human s k u l l  was se le c ted  as source m a te ria l 

the concern was more w ith  th e  exp ress ive  than w ith  th e  fo rm al 

co n te n t. The c l in ic a l  and anonymous was rep laced w ith  th e  evoca tive  

and pe rson a l. The S e ries  Is  lin k e d  to  an ic o n ic  t r a d i t io n  which was 

com prehensively developed in  Mediaeval tim es and con tinu es to  th is  

day. The use o f  a t r a d i t io n a l  m a te ria l and process and th e  choice 

o f  iconography re p re se n t a concern w ith  th e  s p i r i t u a l  and w ith  man's 

fa te .  A t th e  same tim e  th is  a lso  rep re sen ts  a re je c t io n  o f 

'f o r m a l is t  e x p e r im e n ta tio n ', which has o f te n  neg lected  and 

d isregarded the  hu m an is tic  and m etaphys ica l.
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GLOSSARY OF TECHNICAL TERMS

To work th e  su rfa ce  o f  a m e ta l; fo r  

example, to  remove th e  remains o f 

runners and r is e r s  w ith  c h is e ls  and 

m a ttin g  to o ls .

The m ould ing m a te ria l in s id e  a ho llow  

s c u lp tu re .

The co n ta in e r in  which th e  m etal is  

m elted -  u s u a lly  made o f  g ra p h ite  and 

carborundum.

Im p u r it ie s  f lo a t in g  on th e  su rfa ce  o f 

m olten m eta l.

Flashes o r  Feathers S liv e rs  o f  bronze on a bronze cas t 

where bronze has run in to  cracks in  the 

lu to  mould.

A p iece o f  equipment used fo r  m e ltin g

Investm ent

P u lve rise d  ceram ic o r  cham otte.

F ire p ro o f,  porous m a te ria l used f o r  

b u i ld in g  th e  mould around th e  wax, as 

w e ll as f o r  po u ring  the  co re . I t  

u s u a lly  c o n s is ts  o f  a m ix tu re  o f 

p la s te r  o f  P a r is ,  g ro g , lu to  and w ate r. 

O ther investm en ts  l i k e  ceram ic sh e ll 

are a lso  a v a i la b le .

Equipment used f o r  f i r i n g  and curinc 

lu to  moulds u n t i l  a l l  th e  wax is  lo s t .

/L u to



M aster Copi

M a ttin g

Moul d 

P inn ing

P ouring gate

The in v e s tt. ' jn t m a te ria l ( p la s te r ,  g ro g , 

lu to  and w a te r) a f te r  i t  has been f i r e d  

and removed from  th e  bronze c a s t.

The s c u lp to r 's  o r ig in a l work from  which 

th e  fo un de r takes a n e ga tive  im p r in t  in  

o rd e r to  make wax re p lic a s  o f  the 

m aster copy. T ie  m aster copy which is  

never destroyed is  u s u a lly  re ta in e d  by 

the  s c u lp to r .

To work ove r an area o f  th e  bronze 

w hich has been pinned o r  re p a ire d  in  

o rd e r to  make th is  area resemble the 

surround ing  su rfa ce .

A ne ga tive  im p r in t  o f  an o r ig in a l w ork.

A method o f  c lo s in g  small ho les in  a 

bronze c a s t whereby a bronze p in  Is  

perm anently in s e rte d  in to  a ho le and 

then matted to  resemble th e  surround ing 

s u r fa ce . P inn ing  is  m a in ly  used to  

c lose  ho les in  th e  bronze l e f t  by n a i ls  

o r  metal rods which he ld  th e  core in

C o lo u rin g  o f  bronze which e i th e r  occurs 

n a tu ra l ly  o r  is  Induced by d i f f e r e n t  

types o f chemical tre a tm e n t.

O r i f ic e  in  lu to  mould th rough which the  

m olten metal is  poured be fo re  spread ing 

th rough the system o f runne rs.



Runners

' V

Vents th rough which a i r  

escape when m olten m etal is  

the lu to  mould.

and gases 

poured in to

Channels th rough which the m olten metal 

flo w s  in to  th e  lu to  mould to  f i l l  the  

im press ion  l e f t  by th e  lo s t  wax.

M etal r in g  he ld  by two s h a fts  in  which 

th e  c ru c ib le  c o n ta in in g  th e  m olten 

m etal is  p laced f o r  pouring .

Tongs are  used to  remove th e  c ru c ib le  

c o n ta in in g  m olten metal from  the  

fu rn ace .

T h is  Is  th e  te rm  a p p lie d  to  the  

p o s it iv e  wax modal made from  a m aster 

copy. T h is  wax is  no rm a lly  inspected 

by th e  s c u lp to r  be fo re  th e  founder 

proceeds w ith  th e  c a s t in g  process.

...
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RESURRECTION (1968) WELDED ALUMINIUM AND STEEL 

H. 2 ,1m. W. 1,2m ., D. 1,2m.
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NEWCASTLE CIVIC CENTRE SCULPTURE (1970) STAINLESS STEEL

H. 5,5m. W. 2,5m. D. 3m.
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SHE BRIBE STRIPPED BARE DY HER 

BACHELORS EVEN (1915 -  1923) 

DUCHAMP, MARCEL 

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

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.



GULGOLTHA (1978) BRONZE ON COPPER 

H. 192mm. W. 352mm. D. 240mm.

— i f , - « , . T r rt, A  • i f c t r t f i i i i  i t



UNTITLED COMPOSITION (1976) BRONZE ON TRAVERTINE 

H. 290mm. W. 250mm. D. 195mm.



B):ER (1978) BRONZE. H. 250mm. W. 295mm. D. 264mm.

teBSv-



MOIRA HEIMARMENE <1976) BRONZE AND COPPER 

H. 455mm. W. 357mm. D. 247mm.



COMPOSITION I  (1975) BRONZE ON STEEL 

H. 520mm. W. 110mm. D. 90mm.



THE AFROX AWARD (1978) BRONZE ON F'CAiuLESS STEEL 

H. A36mn. W. 130mm. D. 80mm.



ITALIAN WOMAN (1912) BRONZE WOMAN COMBING HER HAIR (1915) BRONZE

DE LA FRESNAYE, ROGER ARCHIPENKO, ALEXANDER



WALKING (1912) BRONZE 

ARCHIPiiNKO, ALEXANDER

SAILOR WITH GUITAR (1914) 

LIPCHITZ, JACQUES
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F ISURE AND SHIELD I  (1977) BRONZE ON BRASS AND MARBLE 

* H. 165mm. W. 303jnm. D. 185mm.
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CHRISTINE (1978) BRONZE AND COPPER 

H. 420mm. W. 346mm. D. 185mm.
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JUDAS X I I I  (1979) BRONZE 

H. 33mm. W, 560mm. D. 240mm.
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SKETCHES FOR ’ BIER1 (1978)

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



MOIRA HSIMARMEK' (1978) BRONZE AND COPPER SKETCH FOR 'MOIRA HEIMABHENB'  (1978) 

H. 455am. W. 357mm. D. 247mm. PENCIL OK PAPER. 160mm x  110mm.



SKETCH FOR ' SYNTHOL-DOME' (1983) SYNTHOL-DOME (1983)

BRONZE ON STAINLESS STEEL

II. 360nuii. W. 160mm. D. ISOreo.

KOKI PEN ON PAPER
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