This material may be protected by
copyright law (Titie 17 U.S. Codej}.

SULTTURAL 7001

4 Thesis sSubmitted for the Degree of

HASTER OF SCIENCE

UNTVSREITY OF JJISCONITH

193829




Introduction.
CHAPTER T.
TT

ITIT.

A

s

T
Ao .

BIBLICGRAYTY

T U ISt R DIy BIRL o P
TAaBL L G OO Lhlls

Analysis of Sculpture .
The Sculptural Froblen.
Historical. . . . . . .

Experizents ¢« .+ . . . .

Pages




Criimy I

Introduction

The purvose of this thesis is to arrive at a better
understanding of the possibilities of sculptural form
.bthrough actual experimental work in the nedium. In order
that the work bte really experirmental and not just idle
repetition of old forms I must first have understood what
the essential nature of sculpture is by analvzing the
nedium and the process of sculpture. The first part of the
parer is such an analysis. The second part is the statement
of the general sculptural problem, which concerns all seulp;
toers, and the statement of the varticular problems of this
thesls, which are an individual interpretation of the general
sculptural problem. The third part is a short review of
trose periods in art history in which the same problems were
found important. And the fourth part is the explanation of
the experiments with photographs of the results. The actual
procedure was not separated into neat succeeding time divi-
sions as tiie form of this paper suggests, but rather, the
ideas were developed integrally in the solving of the im-
mediate sculptural problems and in vaguely understood aius
whilch became clarified as the individual pileces worked them-

selves out.
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ot every carving has been successful in reaching a
J © o

solution of the particular problems of this thesis. The
carvinzs considered in chronolosical order, show the develop-

ment of both the aims and the realization of the aims.




Lnglysis of Sculpture

A.  Medium and Frocess

ATt 1s the shaping of material to embody a meaning, a
méaning which when unoerstood and experienced, has a value
complete in itself, The nmaterial of art is a medium. The
medium is an integral part of the art object. It is the
wmaterial which i1sshaped and becomes a new cobject because
of the shaping process; so a painting is a construction
made out of the relations of one color to another, and nmusic
1s a sound experience built of tones. A particular medium
is by its nature capable of making one strain in experience
emphatic., To realize the Tull power of the medium only those
ideas which can be expressed directly in the medium should be
used. Ieaning is most forceful when it is understood in im-
mediate experience. Art has such meaning.

The expression of only such ideas as can be realized in
the medium requires an understanding of the material and of

the kind of activity which its nature demands in the construc-

o

tion of the

o

rt object. Sculpture, defined in this manner,

1s the shaping of material in space into a fthree-dimensional




structure that has meaning. The activity is not a reduplica-
tion of life forms, but the formation of a structure in
stone or wood or clay. Life forms, when used, are trans-
lated from the material of life into another material., Re-
production of natural formns takes place in a new méterial Tor
the sake of that meaning which the medium can best realize.
That the material should aflect the meaning is inevitable.
Only in an artificial and strained activity would the mediun
fail to affect the produced art object, for the material
and the process are actual conditions of the meaning and of
the art. Lovement and body as they come into ordered rela-
tions are the dance, tones are music, color is the painting.
llaterialgerechtigkeit (jusice to material)} is a Gernan
word colned by modern artists to exrress the importance of
medium. The word care into existence in a reaction asainst
the people who misused and distorted +he material in an at-
temrt to make sculpture appear artificially to be a natural
object rather than a construction in stone carved by a chisel.
TPainted statues, soft-seeming flesh teitures, colored stones
inserted in eyes, and similar tricks of virtuosity have been
enployed to carry on this false activity which denies the
medium and the art process. The reaction to such use of the

material has been quite recent. In the reaction one resulst

[

of the idea "laterlalgerechtigkeit™ has been a large number

of paintings with the brush narks still evident, and sculpture




with the chisel marks deliberately left in the stone., This
interpretation is rather superficial. There is another in-
terpretation which has a more fundamental significance than
this technical one, and which is realized in the work of men
like Henry koore. The expression of such ideas as can be
realized in the material and in no other way 1is tne real
meaning of lLaterialgerchtigkeit,. Jiat the nature of those

ideas is will be deternined by the nature of the mediumn.

-

B. Sculptural Lleaning

llass or volwre as it exists in space is tie essential
nature of the sculptural medium; 1ts process i1s the shaping

of volumes in space. This 1s the limitation and the power

of sculnture. rass is visible and tangible. I+t cannot be

heard or read as the spoken or written word. The meaning

£

of mass and volume obviously cannct be of the same kind as
the meaning that can be exrressed in words. It must be of
the sare kind as cubes and cones and cylinders--simple three-
dimensional meaning. The process of sculpture 1s the sharing
of material into a for:i which has such sculptural meaning.
Sculptural meaning, then, 1s thne form of the volumes which
have been shaped., Thls form exists in 1ts own reality. Its
meaning 1s contained in the medium ana denenus on no out-
side reference., To translate 1life into this language is to

discover its meaning in terus ol mass aau space and volume,
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whieh are the conditions of sculpture. & human figure in
this translation has meaning not as a social being, a char-
acter, or a persomn, buit as a space-Tori. ahiy other meaﬁing
ié not sculvtural; it is out ol the bounds of the medium
and beyond the power of sculpture. a4All that interests a
sculptor is what he can see in terms of his materigl.,
Psvehological and philosophical values are out of the range
of his genius. Their presentation in visual exnerience can
only be representational and hence not in the imrediate -
object but in an illusion of reality which refers to rast
experience and assoclated memory ior meaning.

3culpture, because of its nature, 1is looked at again
and again from an infinite number of angles. It must have a
rore permanent meaning than represented ideas if it is to
stand as a perranent structure, for revresented ideas lose
their foree and interest as soon as they are usderstood.
"Rorantic imitation is merely conjectural and empirical,
andnwhat is cormonly called art is just such empirical mean-
ing expressed by skillful tricks, "L Sculpture is Jjustified
as a permanent object if the value of it increases as the
relations of form are apprehended in direct experience. The

meaning of such art i1s eternal and universal., It does not

1 ¢Clive Bell, irt, frederick a. Stokes Co., lew York, 1813,




depend upon the related cultural situation for interpreta-
tion as does the symbolical meaning of revresented idea.

It is this universality of the neaning of form which enables
cne tc enter as a comvlete stranger intc an alien art such
as negro sculrture or Hindu music, and after an initial pre-
Judice is broken down, tc understand the art with no know-
ledge of the cultural background., But such understandine is
possible only in an art whose meaning is form rather than a
s&mbolical assoclation from life.

Yo discover in what the intrinsic value of art lies one
has only to observe the emergence of art in human activity.
A primitive art that has developed beyond the first furbling
of technical discovery shows preoccupation with form. A
natural delight in variations of shapes and an interest in
the object itself is alpafent. It is after the primitive

periods when the power of art becones evident trat art is

£

consciously brougiht to serve other ends than the natural
interest in form. The art since Cezanne has been = complete
reactionary revolt against the use of art as a "reservoir for
the overflow of private emotions....Real esthetic enjoyment
coiles not rrom imaginary wish-fulfillment frow the attempt

to envisapge sore absent beautiful reality throush an incom-
plete reality; the sufficient reality is at hand possessed

as coripletely as an object can be possessed.”8

2 Paul Gullaume and Thonas iLonro, srimitive Ilegro 3culpture,
Harcourt Brace Co., lew York, 1926, p. 43.




‘There is no intention of sayine that life content should
not ve of importance in sculn»ture. Sublect 1s of 1interest,
of necessary interest to the sculntor as he discevers its
scuiﬁtural meaning and as he constructs new forms from his
vision. It is when tre artist, lacking the power ol a good
forri, relies on tie associated life emotion Tor strength
that life content becoies cobjectionable and unesthetic.

Uther values than wurely formal ones may enver hils vision,
and‘they'are important as they create a new Torn. 41 Greco's

experience of 'Toledo may have had a religious, mystical char-

but the translation of his vision intoc painter's terums

Ay

produced a powerful and moving form=--one which has existence

jt

)]

in its own riant and can be understood in direct expcrience,
=1 Greco's original experience can not be comumunicated to
us. Jhat ercotions ne Telt upon viewing Toledo can not be
known to us, nor do they have any significance for us except
nicteriecally. ihat we can know, and what is valuable %o us

s the oblect which be produced. The mainting has 1ts own

(%)

[

value and meanine wit»in itself because its form is under-
stood. The meain~ is the object. The onject is 1ts own

sufficient reality and as such has value.

culptural Forn

C
08}

A particular medium 1s best adavted to making one kind
of experience emphatic. 4s one is moved by tae visual experi-

ence of voluizes and spaces created by mountains, by bulldings,




and by hills, so 1s one moved in tie same way b the visual
experience of sculptured forms that carve thelr way tarough
space ana divide it into subtle relaticns ol volume. This

is what Henri Gaudisr-srjeska calls the energy of sculpture:

[t
=z

"Sculptural cnergy 1s the rountain.® That man-made sculp-
ture is of less size than mountains is unimportant, for the
elements of both are the same. In sculpture this elemental

energy nas core into an ideal relationship thatv results fron

e

.

man's working his space-volwre exrericence over into a sculp-
tural form. This ideal sculptural form is the arrangement

of masses and spaces into an esthetically moving relation-
ship. Certain corbinations of shapes have been experlenced
as being intensely exciting to the sculptor. Cut of these
experiences of space-forms he ~radually abstracts a form in-
which those relaticas wiieh he founa exciting in life have
becone coherent, understandable, and riore intense, This

new foria which 1s esthetically moving might be called beauty,
but because the word has becore weak and ampigucus we will
borrow a work from Clive Bell, and call it significant form.
"Significant form is a quality cormion to Santa Sophia, the
windows of Chatres, a rersian bowl, Chinese carpets, Giotto's
frescoes at Padua, and the masterpleces of Cezanne, roussin,

aid Piero della Francesca™.%

.

S mzra round, Gaudier-Brjeska, John lLane Co., Hew York,
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An art object is worked out in direct experience. Tre
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sculntor finds certal of volures to be exciting;
he uses trese relations to develon a new form. Le brings
this form to an increasingl- fine relationship throush his
own esthetic experiencing of what he has done and an almost
intuitive knowledze of what must be done, This intuitive
knowledge devends ultimately upon the sensibility of the

arﬁist. Sculntural imacination 1s the ability to find in
1ife these sigaificant forms. Sculptural ability is the
ability to give 1life to the forms and to create in the scul-
ptural nmedium a "signiricant form". The unity of an art ob-
ject is the result of working out this form iuea to its most
intense, direct expression, which requires simplification to
exclude distracting elements, and whici demanus the use of
every included elezent to realize the form. The sculptor's
representation of 1life is not a literal copy but a reproduc-
tion and develonment of those forms which are interesting to
him in themselves.

1

buring the course of history out of the works that have
been done bv orizinal artists, rules have been formulated by
Talsely scientific perscns and developed inte art principles.
These principles are forced upon succeeding artists as the
dictates of natural esthetic laws. .hen these laws are
crystallized into absolute canons of form, the art becomes

sterile. The very process which rroduced those original
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works of art 1s stopped. 'There are no absolute rules of
harmony. JTaws of unity and harnony are created anew every
time an artist anrtrocaches a new probler.. There is form and
coherent structure in great works of art but they are not
reducible to simple explicable formulas. o use the mater-
ial of sculpture merely to observe the written laws of har-
mony 1s a dull process, utnity 1s the result of the presenta-
tidn of a powerful form idea. When unity is found to bve
neoe;sary for the development of a form to its most intense
expression, 1t will coue, but 1t cannot be forced from the
outside by laws which do not arise from the imediate pro-
bleri. An understanding of harmony in this sense enables us
to account for the excellent art of prehistoric men who were
not blessed with out laws of beauty. They exverienced beauty
directly and know it without a formula.

liost so-calied classical art is formula art. Natural

or traditicnal shaves are arranged into pleasing harmonies

-

ideal form., Thus an "easy beauty"

ot

according to the canons of

There is no real creation of forms.

[

is achieved by rec

o
wd
@
-

ihere is no form idea, nerelr a beautifying of the old pro-
salc forms by brinsging them into an external harmonious
relationship. Constructed art has its own laws within it-
self. IUs existence depends upon the creation of a new form

whose development is determined by its own conditions. If

j=to

t is demanded by the form-idea that for its completion the
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human figure rust be distorted, the distortion riust occur.
such form is dynanic rather than descrirvtive.

To say that canons of form and laws ol harnony devit-
alize an art is not to disniss tradition. ‘The mass of paint-
ing and sculpture which we know from the past is certainly
of value to the creative artist in nis wori, 2ecause he
has seen and experienced the art products of other men his
esthetic judment has already been greatly develoved. It
it were not so he would be as the early man who first scratch-
ed a line on stone. 'he artist develops through experience
and not througsh Tormal study of laws and rules. wven the art
of a primitive veople such as the ifrican Negross is very
corplex, It has been a long development from the first
seratch on stone throush many generaticns of artists; each
succeeding generation of artists acceplcd the work of his

ancestors as part of ais experilence ana went on from there.

O

he products of the past Lelp to form the esthetic vision
of the actively working artist. The creative artist, how-
ever, does not intellsctualize his experience or past works
in order to formulate rules from it. Jhat he understands
and what he finds exciting will enter in to thne corplex of

his seeing, which will becore difie

o]

ent tharn it was before,
and, because the artist i1s an acvive individual in a new

society, it will alsc be daifferent from the pvast. Tradi-

tion that binds the artist hinders real art activity. hen
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tradition assunss 1ts proper place in relation to the living

artist, it can only help.
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The Sculntural Problem

&. The Capability of Sculnture

A particular medium is best adapted to making one strain
in exrerience emmhatic., The sculptural medium has the cap-
ability peculiar to 1tself of being shaped 1nto three-dimen-
sional form., In contrast 10O the illusion o1 svace forms
wnich are created by painting on a flat surface, the space
forns of sculpture are actual tangible things existing in
three dizensions. all experience of space relations is real-
ized more emphatically by solid volumes than by tre illusion
of depth on a two-dimensional surface. his is easily demon-

strated by comparing a whotograph of sculpture with 1its real

s

object. S0 the essenbial problem of the sculoptor is the

utilization of mass to create space experience.

B. GSxperiment

Within this elementary principle of sculptural form
trhere are numberless possibilities of sculptural forrm. The
real artist is constantly experimenting with form in order
to increase the sotentialities of the achtivity. Ile experi-

ments because tne Vverd nature of the process is to solve new
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problems of form arising fror his experience, which 1s con-
stantly changing both inwardly and outwardly. “Without
experiment the art is dead. It becores sterile repetition

of old forms. ILee Lawrie, an Arerican sculptor, writes a

fine obltuary to such art in a bool of his own sculpture:

"Tn looking through an illustrated
nistory of sculvture, one reaches the
conclusion that there is no new way of
desirning or rodelling, for there is

aple gvidence that every arrangenent
has been done as well as every nanner,
There are Two reascns why this is so:
the human figure with which all sculp-
tors have been mainly engrossed, has
certain bounds which cannot be disre-
garded without resulting in the produc-
tion of a nonstrosity; the other is that
the carving of stone and casting of metal
are the sane today as they were in earlier
tines, and holds the sculptor to certain
principles from which he could not escape
if he would. If newness 1s the desire, it
rust be achieved in the idea that sculp-~
ture presents. Alrost the sane modelling
can be used to male a frieze ol corn
whealt, or any native plant as in making
the acanthus. The same rendering that
produced Athena may be used to make a
wersonficiation of a modern city. oY
brincing thandtive subject forward, in-
terest and vitality will be added to modern
sculyrture, and the citizen will feel a re-
lationship to it.

Meeeodlt is not meant that the sculptor
cannot be a creator. Although no new ways
of designing and modelling are available,
the personal charucter ithat stamps the
wO“A, vwhen applied to an oris inal theme and
architectual vroblem.make it a creation.”

1 lee Lawrie, oculvture, J.

=
4
.

Jansen, Cleveland, Chio, 1936.
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"™is is obviously a rationaliration of Lawrie's own inability

4

creative

[

$0 concelve an oriiinal, rowerful form., A rsal
artist confronted with a life different from the Greeks,

(on whom Lee Iawrie obviously depends) and with a mind in-
rressed by an entirely different set «f visual experiences,
from traffic lizhts to cups and saucers, couldn't possible
see the same forms in the sare way that the Greeks did.

Thé personification of a modern city done by a modern artist
demangs a new form, a fori: completely different from aAthena,
and not just the for:: of athena adapted to a new subject
matter. To say that there are no new ways of designing is

a complete contradiction of the art process. Lee Lawrie's

A

s sinply a

'_J-

work shows the result of his thinking. It
repetition of old forms with a super-imposed harrionic rela-
tion that does not 1ssue inevitably from the form but from
rules of classical harmony, rules which were once the result
of sore artist's intense sculutural vision and construction.

lawrie's belief in tre inviclability of the huran form is

3 Ty

a result of his esthetic dullness. e is avparently unable

to see relaticns of masses and volumes and sees only the
human Torm as an ideal of beautv. He adjusts the outlines
of those human fisures into a socthing harrmony of lines and
calls it a composition. iilchelanzelo violated the human
body 1n crder to present a powerful form. The bodies of

his people are twisted into positions which are physically

@

intolerable; the proportions of the parts of the body are
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distorted; muscles are exacgerated, but the. are SO because
his sculptural idea dermanded tne distortions. That t e
modern sculnptors are carrying this liberty to 2 further
development is evidence that the prejudice which probably
neld even Lichelangelo from distorting further, is lifting.
Lee lawrie admits a personal eiement in ais work, but
the personal element in nis art as in the art of every other
acadenician becomes a fixed manne rism whicn re applies to
every product. He simply decorates the human figures in
his sculpture with his own vrivate eccentricities and calls
it an original creation. It is so because he does not feel

re pilece internally outl of the

-t
Jte

the need tc develop the ent
derands of a strongly felt form. e is not aware of any

problen and feels no need to experiment.

¢, The Froblemn

Tre particular problems with which T am concerned in
this thesis are (1) form achieved through three dimensional
relations of volumes, (&) sxzace used as an element in this
sculpture, and (%) simplicity of surface planes letting the
construction of volumes alone create the fori.

Although perceived in space and time from an infinite
number of angles, sculpiure may be conceived as a whole
with a total relationship of the main volunes, which can
be grasped from any view. This total relationship is only

understood in an imaginative vision since it is impossible
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to see all sides of the object at ouce. 3ut ratrer than to
construct a relief that follows around a cvlindrical form
with a harmony of lines and of surface planes, it is pos-
sihle to construcy a form that weaves in ana throush srace
and is related as voluies. Such a relationshin can be i1-
lustrated by placing a cvlindrical shawne upon a rectangular
shape. The two shapes can be sald to nave a tvotal 3-dimen-
sional relationshin to one another, althoush thel are actually
seeg in only one plane. To achieve sculptural form in such
a relationship is to think of the design as taking place in
space anc as veing relsted in three-dirensions rather than
two.

Sueh a conception of sculpture introducss a new ele-
ment into plastic Torm--space. T+ is possible to think of

space as a unlt in the desicn., The planes carved into solid
raterial can create a space volwic defined by planes as well
as the volunmes corposea of the material. These voluues be-
tween solid forms then becone part of the total fori.

ere is little need for surface decoration when the
rorm of the object cepends upon tre relations of one nass
to ancther., Non-essential surface patbtern Drocuces a decora-
tive effect which does not issue from the naked achicvement
cf the essentilal sculptht cral form, and does now reate a
oo variaticns should be a

strong space experience. surt

result of the variations of +the main volurmes in such a schene.
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Hisvorical

a4, african Wezro Sculpture

Jhen one looks at African negro sculj;ture, or

e is

Lipressed by the variety of forms possible in sculpture.

fhelr freedon from making a literal copy of the human Tigure

Plus an unschooled deli~ht in the Iree nlay of iragination

has resulted in some of tre 7

inest sculrture we know. The-

r
[

considered the human body as a mobtif for their formal con-

structions. It is uot considered as an insevarable whole,

but rather, as parts dissociated into a nroupr of forms which

are reassembled into a plastic schene and organized accord-

ing to some forn idea. . quality of one of the paris mayv

be made the demiinating motif for the entire firure.

‘nere is no facial exXpression, no action, no

moticn,

and no story in these consvructions, simply the self-suf-

ficlent plastic reallty of rorss existines in their own

srace. Ulers are derinite, three-dimensional volumes con-

ceived as solid biocks--structurally. 7o arpreciate negro

, .

sculpture, one must enjoy it throuch its plastic effects

Y

entirely. 7To see it as crude distortions of tie human body




is to reduce a zreat art vo childishness. . mask must be

seen as a Tormal construction. The downvard curve of a

routh 1s not an expression of petulance,bub a unit in a

des i 7 related to another unit. o leg 1s not primarily a

lesz, it i1s a shape related o another shane. Lnity is

achieved throuzh ?epgtition ant variations cof a theme; a

bulbous Gabun head may find a counterrart in the leg which

vrepeats the shavne of the nead with some variations. The

négro sculrtor may use twe strongly contrasited shapes and

by finding scme faint sinmilarity between the two employ it

to make a unified construction. The human form is freely
istorted for the sake of monumental trree-dimensional

design. "One coles to regard the status not as a distorted

copy of a human body but as a new creation in itsell, recall-

g the human form in a general way, but independently Justi-

fied by its own internal logic, by the necessity and harmony

nl

of its parts.

African Negro sculpfure is of tremendous value to the

modern sculptors in making then aware of ncw —ossibilities

of the sculptural medium. ZHach part of a Negro statue is

conceived as a block and is used as a unit in a solid plastic

construction. M.ost schools of sculpiture nhave confined them-

1 Suillaume, iunro, op. cit., p. 35
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‘seives to a Tew Tavorite themes cf line and surface and

nave repeated them endlessly, with

-t

ittle Tecling for masses.

H3
o
[&]
ct

Ie
<

7o secure int , trey often rely upon the asscciative
nover of the subject renresented,....but the legro artist
in concentratine uvon unrcstrained variesy and cirsciness

of three dirnensional effecits goes directly to the heart of

the problern, and thus realizes tie distinctive potential-
2

-

ities of sculpture.”

B. lL.odern sculpture

liodern sculptors show a Kinship in feeling with the
primivive africa: art. The modern abstraction is a result
of tie sane interest in form rather than ideal tyvpe, romantic
content, or literal imitation. Sculptural form is bullt on
its own terms and any representational elenment is freely
distorted for the sake of the form. One group of sculptors
nas gone much further in the abstraction than the negro
sculptors. The work of trese modern sculptors is a con-
struction of elementary geometrical forms in an esthetic
relationship. . The forms corme not from a visual experience
of natural objzcts but from an imaginatively conceived
pattern of shapes and raterial, which may have been sug-
zested by a natural cbject, but which dees not proceed from

it., Sueh work 1s done by Constantin Brancusl and Alexander

2 Guillaume and Lunre, op. cit., ». 4O.
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Archipenko. Brancusi has been called a craftsman rather
than a sculptor because of his interest in the finish of
material and because oI the manner in which ne works out
the surface of a wiece of sculpture in order %o bring out
its finest material guality. His forms are sinple ovals
and svheres, which he does over and over again until he
achieves what e feels to be the ultimate perfection of the
simyle form. Archipenko has thne same interest in angular
abstraction. e has done a large amount of work in new
material and new combinations of material. Like Brancusi
ne is interested in beauty of the material, and he uses it
in such a way that its individual qualitv is emphasized and

brought to 1its own finest [inish. ile has work

[

d in highly
polished wood, metal, and has even used polished terra-cotta.
the other kind of modern abstract sculvture is found

in Henry ioore's work. Il.oore starts from the human figure
and abstracts nis constructions from that. XHe recombines the
body into a form that disregards natural structure and pro-
portion, but he uses shapes characieristic of nature rather
than simple geometric forms. "'In my sculpture,'" he has
said, "'I do not use my nemory or observations of a particular
object, but rather what cores up from my gencral fund of
natural forus'.... uat 1s to say, the artist makes himself
so familiar with the ways of nature that he can out of the

depth and sureness of nis knowledge create ideal forms which
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B
have all the vital depth and rhythm and structure of natural gi
form,"g ¢ has also studied rock forrations and stones which é%
f have been worn by time weather. His words are, '"sculpture %
i
; is the translation of meaning from one material to another.”
E 3o in studying rnatural rocks he secs the Torm that is char-
i acteristic of it. The aim of a sculrtor like renry iioore
% is to work out his ideas in a form that is natural to the
| : material in which e works. §

-

| 4 A sculptor who rerresents an intermediate stace between

trese twuo kinds of abstraction 1s dJagues Lipschitz. Lip-
schitz, like loore, starts from the human Tigure rather

than from a pattern. In one period of Lils work he was

Bl

exverimenting with creating volumes in space with space

ugeested by thick strands of wire rather than actual masses.
The space volumes thus constructed were long and Tlowing and
3 interweaving through space. ienry loore's scuinture, in

contrast, is characteristically solid and massive. Lip-

scnitz' work is usually more abstract than woore's, but the

o

forms, like lLoore's seem to be taken fron nature ratner than
from a geoietric pattern.

Aalthough extrenally all these sculrtors seen to be

it

very dissimilar, fundanmental 1y, the ain of all is the sane--
to create a plastic construction which follous 1ts own
forr idea rather than the imitation of a hwman figure, and

to work in foriis and ideas natural to tre material. The lat-

3 ierbgrt ﬁead, ceary loore, An Avpreciation, A. Zwemmer,
Charing Cross Hoad, .onuon, J.,C. &, 1944, n. 14,
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ter aim has rs= ed in the genulne three-dimensionality of

[€2]
or

1L

sculnture in all these works.
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Experinents

A. Torso

This torso 1s a carving in Douglas fir. It was uade
Tfrom a side view sketch and carved directly in the wood with-
oué a preliminary clay model. The sculpture was not imagined
in terms of volumes,but rather in terms of linear relatious,
and the result is a four sided relief.

In this plece of sculpture, however, the possibilities
of mass relationship rather than surface plane relationship
were beginnine to be seen as a consciocus aim., Althouzh the

essential large veolumes ¢f the 3

@]

rso have no narticular form
interest, the smaller parts are beginning to be understood
as solid forrms, and the possipility of relatins forms in a

three-dimensional desisn kas becore evident.

B, Dancing Tisure (incomplete)

This figure was carved in cherry wood. The idea of
mass relations was now a clearly conscicus aim, but the means
whereby to realize it were still lacking in the sculptor's
imazination. The relation of arrs to body had been intended
to be a very simple relation o1 a long cylindrical form 4o

the broken herizontal mass of the arms. However in the carv-
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ing these sinple relations are lost because the realistic
form of the human body was still dominant in my mind over
the sculptural form. There remains a sense of three-
dimensionality in the relation of arms to head, which gave
e the clue to further development of the —rovlem. Iere
the asses do not rerain in one plane or parallel to one sur-
Tace,but cut througn parallel planes and create a space form
that is related as velumes. Another valuable solution was
found in this piece., The addition of surface detail draw
attention away frcx the solid feorm of the block-like ass
and brings 1t to the surface relationships. If the detail
is not constructed as part of the three-dimensional design,
the sense of the total mass is destroyved. Tor the sake of
keeping the essential fori clear, detail :ust elther he
left cut entirely or used very sparingly and entirely on
the surlace as ilenry Loore uses it. He applies a few
scratches on the surface that do not obscure the essential
form, but that are used to accent a form or to glive the solid
mess an even greater sense of size,

The dancing figure as a whole did not solve the partic-
ular problem in which I was then interested. lleither was
the form very interesting. The work on it was abandoned be-
Tore tie figure was finished. The form idea is very simple.
its shape was largely taken directly from the imitation of

the human bodv.
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C. Jorking Figure (Incomplete)

The problem of three-dimensional sculpture had by this
time become clarified, and the next ste» was to learn to
think 1in new terms--to learn to think of sculpiture as a
construction of masses related to cne another, to visualize
it and plan it 1n the same way 1n which one would place blocks
next vo one another, The possiblility of the use of space to
dﬁy;asize the three-dimensional qﬁality had ceceurred to me at
thals time, but not the 1dea of space as a related volune,

Up to this time I had always accepted the law that there
snould be no "holes™ 1n sculpture, that a pisce should re-
tain the shave and charscter of a block of wood to the extent
that its sclld mass should not be disturbed.

The sketeh Tor the carving was made tols oiie in clay,

since I had realized that a flat sketch was not adapted to

[ 4}

b

representing space relationships. The clay skztch was very
srall, and rsreiy a bare outline of tre main nasses. I be-
gan work by carving directly into a piece of walnut. I
found the mediurm well sulted for making "holes"” canpletely
through the niece of wood from one side to the other; how-
ever, because the Iicea and problem invelved a completely
different approach than had veen required for the previous
bar relief kind of sculpture, I found the problem to be com-
pletely out of hand. The idea was confused, and the carving

e

became very thin. The form idea becarne very weak., The difr-
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ficulty lay largely in my inability to think clearly in

these new terms. It was imross?

5

e

ble to continue to work on

=

L.  Workine Figure (completed)

1)

Still keeping the essential form-idea oi the first
working Tigure in mind I started plans for another working

Fayd

fizure. This time with the intention or first working out
the entire form in clay. The small clay mass sketch revealed
possibilities in tre relation of legs and arms or an inter-
esting space relation keeping the arms in the same plane
and constructing the legss at right angles tc each other.
The sketch also revealed that i1f through the syace between
the arms one could see another form in another planc and
with its own svace, the recession and depth would be very
vowerful. These two elernents were the rain fors of tre
piece. The next two months were spent on workins out this
one figure in clar, There is no reason why I should go into
detail in describing this process. The sgeneral aim was to
construct in sculptural terms a figure lifting and swinging
a weight. The Torm itself comnes from a definite life mean-
ing. THowever, tne translation of this life-meaning to sculp-
tural terms produced a piece of sculpture which can be suf-
Ticient in itself. Its meaning is the form.

The work on the clay figure consisted in adjusting and

readjusting the shapes and position of the volunes until a




final total unified relationship was achieved which ex-
rressed tne form~idea. The attempt was nade tc keep tie
forms bare, %o let the volumes themselves create the desicn.
‘"here is no surfsce design. Lach mart is a block-like
volume defined by a simple plane.

After toe Torn had been completed in clav, the carving
was done as freelv as vnossible in red gum wood., The clay
figure was rmade with the final material in nind, so that it
was actually suited to the medium of wood rather than to

clay. Tie carvin- took am‘*rox*nauelv mnonths to conplete.
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