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"Sculpture is resistant stuff, hard to fantasise about".
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Creative images which are normally called 'art' can be distinguished
as either ‘'plastic' or visual. Both these forms throughout the his-
tory of art have relied to a greater or lesser degree on the use of
colour. It is my intention to investigate specifically the chang-
ing role which colour has played in sculpture - the 'plastic' media
of the visual arts and to chart the technical and aesthetic reasons
for the use of colour. This investigation will encompass the his-
torical perspective, the material qualities, aesthetic considera-
tions, transitional codes and methods of approach in sociological
frameworks and the examination of colour as a metaphysical element

in the presentation of three dimensional media.

Colour has been used to decorate sculpture since pre-historic times
and through the centuries its meaning has changed, from its func-
tional use to enhance versimilitude, to its use as an emotive and

sensuous entity.

These two functions have never been mutually exclusive although,
episodically, according to artistic tastes of the times, one may
have had precedence over the other. Taste in colour has been based
on the intuitive, the sociological and latterly, the psychic demands
of the artist. It is one of the main components of the work of art

which can change its meaning.

Herbert Read begins his discussion in the "Meaning of Art" with a

definition of beauty. "Man responds to the shape, surface and
mass of things present to his senses, and that certain arrangements
in the proportion of the shape, surface and mass of things result in

a pleasurable sensation, whilst the lack of such arrangment leads



to indifference or even to positive discomfort and revulsion" (Read,
1950: 16). He further states that this sense of beauty is a fluc-

tuating phenomenon with manifestations in the course of art history
which are often baffling in that other people in other periods have

different connotations of beauty - hence primitive art.

Whether the problem is looked at historically or sociologically,
art has often been, or often is, a thing of no beauty. Colour in

sculpture follows the same precepts.

Colour has been used to enhance form and to destroy form. Read
devides the use of colour into three categories - the heraldic, the

harmonic and the pure (Read, 1950: 44 - 46).

The heraldic is perhaps the most basic. In this mode colour is
employed for its symbolic significance. A child for example, if
he has free choice of colours, always paints a tree green, a vol-
cano red and the sky blue, though a tree may be brown, a volcano
black and his habitual sky grey. In medieval art, apart from the
representation of nature, which follows the childlike mode, the
colours are apt to be governed by rigid rules - rules not deter-

mined by the artist, but by the custom and authority of the church.

Harmonic colour depends on tone which John Ruskin describes in

"Modern Painters" as "the exact relation of the colour of the

shadows to the colour of the lights. Once artists had started
to look at objects‘in relation to light and shadow, tonal values

of relative intensity had to be regulated to some sort of scale.
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Dominant tones were selected (sometimes arbitrarily, but more often
in conformity with some 'style' or workshop tradition) and all other
colours were scaled up or down to a restricted distance from these

dominant tones" (Read, 1950: 41).

The use of 'pure' colour in its modernist sense, owes much to Con-
stable's revolt against this harmonic tradition. Under the empiri-
cism of Paul Cézanne, form was conveyed directly by colour irrespec-
tive of light and shade, and a consciously manipulated pattern of
colour intensities created the illusion of three dimensional form.
Persian miniaturists had used this mode centuries before as a de-

vice for decorative effect rather than for intellectual control.

Robert Hughes in his book "The Shock of the New" describes C&zanne's

way of seeing as an adding up and weighing of choices - in essence,
the psychological metamorphisis of the artist as emulator of images

to the artist as creator of images.

Under the aegis of Picasso and the Cubists, the aesthetic criteria
which had formed the spine of Western art underwent the fastest
change in art history. "Picasso predicated his art on physical
sensation. He had an unequalled abililty to realise form: to
make you feel the shape, weight, the edginess, the silence of
things ... His cubist constructions of around 1912 such as the
metal guitar attest to his extraordinary gift of thinking later-
ally, beyond the given categories. It is doubtful whether any
single sculpture had ever had, by such deceptively humble means,

a comparable effect on the course of its own medium. This rusty

tin guitar is the point from which Russian Constructivism, via



Tatlin, begins its course; in the West, it initiates a tradition
which leads to David Smith and Anthony Caro and the era of assembled

and welded sculpture" (Hughes, 1981: 29).
Having traced the changing modes of colour usuage in a general sense,
it is apposite to attempt to describe the evolution of sculptural

modes of expression.

The Encyclopedia Britannica defines sculpture as "the art of repre-

senting observed or imagined objects in solid materials and in three

dimensions" (Encyclopedia Britannica, 1971: 97).

Naum Gabo, in an essay entitled "Sculpture: Carving and Construc-
tion in Space", 1937, defines the characteristics which make a work
of art a sculpture. He establishes the following criteria: "It
consists of concrete material bounded by forms. It is intentionally
built up by mankind in three dimensional space. It is created for
this purpose only, to make visible the emotions which the artist

wishes to communicate to others" (Chipp, 1968: 331).

Henri Gaudier-Brzeska's definition from a manifesto first published
in Wyndham Lewis' 'Blast' in June 1914, states that "Sculptural
energy is the mountain. Sculptural feeling is the appreciation of
masses in relation. Sculptural ability is the defining of these

masses by planes" (Gaudier-Brzeska, 1965: 34).

Together with Roger Fry's essay on "Ancient American Art", this
manifesto had a decisive influence on Henry Moore, the arch-sculp-

tor of our time. Fry postulates a thesis which suggests that the



general habit of design in different ancient civilisations exists
as an isolated aesthetic apart from all other human activities.

He suggests that all artists in any culture, self-consciously ex-
plore the delicate balance between the representational and purely
formal considerations, resulting in images which transcend the
boundaries of ritualistic tradition and external or accidental
sociological factors - in other words, there are certain artistic
criteria which are intrinsic to all works of art, independent of

origin (Fry, 1951: 74).

Moore, curiously enough, although separated temporally by five
centuries from another arch-sculptor of his times, Michelangelo
Buonarotti, shares one salient criteria with him. Both eschewed
the use of colour as an adjunct to sculpture although for aesthe-
tically antithetical reasons which I shall explore later. It was
during these five centuries that colour disappeared almost totally
from sculpture. With the exception of the Spanish school, colour
was subverted to the 'truth to media' ethic which in its purest
tenets, died a natural death at the end of the nineteenth century

with the last of the great humanist sculptors, Auguste Rodin.

The sculptural performance of Michelangelo was the apogee of the
High Renaissance - the point at which a whole civilisation moved
rapidly from adolescence to maturity. John Weightman in "The

Concept of the Avant-Garde", puts it succintly when he says:

"Before the Enlightenment, that is the days of 0ld Western Man,
whether Pagan or Christian, the work of art could be looked upon

as a monument embodying permanent truths and existing in a sort of

eternity, outside the life-span of the individual artist who had






establish the emotional foundations of a sculpture, give it basic
accent and determine the limits of its aesthetical action ... There
is no limit to the variety of materials available and each material
had its own aesthetic properties. Carved or cast, moulded or con-
structed, sculpture does not stop being sculpture as long as the
aesthetic qualities remain sympathetic to the basic properties of

the material" (Gabo, 1968: 330).

Appreciation of sculpture depends on the ability to respond to form
in three dimensions. Henry Moore believes that to understand sculp-
ture, the viewer must: "... get the solid shape, as it were inside
his head, whatever its size, as if he were holding it completely en-
closed in the hollow of his hand. He must mentally visualise a com-
plex form from all round itself; he knows while he looks at one side
what the other side is like; he identifies himself with its centre
of gravity, its mass, its weight; he realises its volume as the
space that the shape displaces in the air ... Further, he must, for
example, perceive an egg as a simple solid shape, quite apart from
its significance of food, or from the literary idea that it will

become an egg".

Constantin Brancusi's influence on Moore's attitude to material was
profound. Both men shared a devotion to the 'truth to media' of the
various méterials which they used. Both believed that these inherent
qualities could only be 'released' (as did Michelangelo) by attacking
the material with the appropriate tool and finding, by slow sensuous
manipulation, the maximum aesthetic effect in form and surface qua-

lity. This attitude was to dominate early twentieth century sculp-
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ture until Picasso, Braque and Gaugin began to exploit the forms and
motifs of Oriental and African art. African art, brilliantly and
emotively coloured, and remote in its 'otherness' to Western culture,
gave declining Western art a healthy shove forward into a new vita-
lity - and with it came the resurgence of colour into sculpture.
Allied to other formal considerations such as Alexander Archipenko's
exploration of mass rotating around a central hole and the develop-
ment of new techniques and materials such as steel, perspex and
glass, sculpture moved away from the stifled academic norms of the
previous two and a half centuries to become what critic Clement
Greenberg describes as an ambitious: "... breaking of fixed notions
about what is possible in art and what is not" (Greenberg, 1968:

579).



CHAPTER ONE
PRIMITIVE AND PRE-CHRISTIAN ART

For the purposes of this dissertation, the term 'Primitive' is used
loosely to include works from the pre-Christian era. The rise of
Greek Platonic philosophy marks a distinct change in the use of
colour as an emotive factor in sculpture and heralds the oeuvre

of the monolithic, homo-centric image. It is at this point that
sculpture departs from the utilitarian and function-oriented to the
commemoration of man as monument to religious ideals. This ideo-
logy (figurative iconography) later became secular and became ex-
travagant during the Russian socialist revolution and the Victorian
era and still lingers today in the West as the enervated statuary

seen in most public plazas.

Paul Klee says of colour: "... that it directly influences the soul.
Colour is the keyboard, the eyes are the hammers, the soul is the
piano with many strings" (Klee, 1968: 152). The use of colour in
primitive art is indivisible from form and function. "Primitive

man lived in a more or less unconscious state. This does not mean
that he was without understanding, but that he perceived his enviro-
ment in a naive manner, and was therefore in a better position to
experience it directly and, if he represented it artistically, to

do so with freshness and vigour" (Lommel, 1966: 12).

The creative factors in primitive art differ completely from those
of Western art. Primitive cultures neither condemn nor question
popular cultural values but reflect them. Art symbolised individual
and tribal security, understood in such terms as weather, prestige,

health, children, wives and crops.
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There are two important elements which the Western viewer must grasp
to understand primitive art - content and expression. The former is
a deeply felt emotional experience (religious or magical) which is
based on psychological needs. The latter, expression, is the actual
infusion of this religio-magical faith into the piece of sculpture
itself. This co-ordination of content and expression - the organic
relationship of sculpture to psychological needs - places African
sculpture specifically amongst the great art traditions. It was
these aesthetic qualities, the balance of form and communicative
values which prompted the Cubists' cultural plunder and thus, the
initiation of the modern movement in art.

ANCIENT AND CYCLADIC SCULPTURE

The earliest known examples of colouring in primitive art occur in
the 'graffiti' of the cave artists of the Dordogne in Spain. One
can only assume that colour was used to enhance versimilitude as
the pictures were intended to capture and contain the imagined
powers of the animals concerned and are conceived of as a magical

means of ensuring the supply of game.

These early drawings consist of black outline with a thin monochrome
filling. Subsequently, these outlines were filled in with two-colour
modelling. Rocky projections, areas of natural shadow and features
of the rock face were often made use of and may have even provided

a starting point for the artist. The polychrome paintings of Alti-
mira display a high degree of naturalism in the drawings. Effects

of movement and volume are achieved with the most basic materials -

charcoal and earth colours.

Gecmetric patterns and signs occupy only a small part and were pro-
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Colour, which is strong and strident in Romanesque art was confined
to stained glass, enamels and manuscript illuminations. It is during
the twelfth century that sculptors in stone break away from their
parent body, the masons, and move into the role of independent image-

makers.

Essentially, the problems confronting the Gothic sculptors of this
period were two-fold. In terms of expressing the special relation-
ship between God and man, the human 'soul' had to be portrayed and
secondly, vitality of the soul had to be expressed by the visible
gesture and facial expression which often involved the portrayal of

extreme forms of emotion.

It is within the works of German Masters of Bamberg and Naumberg
that what could be called the emotional participation of characters
begins to emerge. In their quest fof realism at all costs, figures
became highly charged with emotion and surface colour is used as

an adjunct to dramatise realism (49).

In Gothic eyes, the main purpose of paint was to colour surfaces -
mainly surfaces which did not lend themselves to other forms of
decoration such as stonework and books. It is usually wooden sculp-
ture which is coloured in flat colours with little attempt made to
simulate three dimensionality.

RENATSSANCE TO ROCOCCO

With Giotto, the divorce between painting by sculptors for versimili-
tude and illusionistic representational painting by painters becomes
apparent. With his power of lucid synthesis, buildings and mountains

began to form a backdrop to the frieze of painted actors and the
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abstract concept of space in painting became a tangible component of
composition. Giotto regarded himself as a narrative painter. His
concern was to tell the story by establishing the emotional relation-
ship between the people depicted in the frescoes. His characters
are intensely and completely realised and their surroundings are
equally convincing. Eric Newton describes this shift in artistic
perception as 'period-vision'. "It seems that throughout the his-
tory of art, the pivotal vision of a singular personality is often
responsible for strategic developments in the way that artistic re-
ality is seen and interpreted. It seems that at any given moment in
the development of vision, only certain limited qualities or aspects
of information are acceptable. What is acceptable becomes the art-
ist's visual raw material. To admit anything that is not a part of
contemporary currency is to take grave risks and is the mark of the

adventurous spirit.

Giotto is one of these figures. He is a starting point for a new
epoch in art history. There is hardly an aspect of art during the
next few centuries that is not traceable to him - Fra Angelico deve-
loped his sweetness, Masaccio his sense of drama, Raphael his bal-
ance, Michelangelo his sense of gesture, Piero della Francesca his
sense of space and many later painters, his feeling for landscape"

(Newton, 1956: 105).
From now onwards, painting and sculpture divide into separate disci-
plines with separate pursuance of their specific qualities - illu-

sionistic two dimensional form and projected three dimensional form.

I1lusionistic, representational two dimensional colour is to reach
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its zenith with the seventeenth and eighteenth century schools of
European painting and sculpture moves toward total three dimensional
rendition of the human form in all its permutations as practised by
Michelangelo and the Humanist school - an ethic which was to last
until the late nineteenth century and the emergence of Giotto's peer

of the twentieth century, Pablo Picasso.

It is perhaps pertinent to comment briefly on the development of the
sculptural criteria which were to form the basis for the academic
tradition of the twentieth century. These tenets were to be reviled
and rejected by the precursors of the modern movement into abstrac-
tion - in painting, the Impressionists and in sculpture, Auguste

Rodin.

With the discovery of optical science, Masaccio fused an articulated
world of figures in space with a sense of expressive gesture. What
Masaccio did was to recapture, after a lapse of centuries, the cen-
tral belief of Hellenic art - that the human body was both noble and
beautiful. Produced one century later, Donatello's 'David' is the
first free-standing nude figure since classical times. Formal or-
ganisation not only expressed volume in space but also the individual

character and significance of the figure.

Colour surfaced briefly as a surprising off-shoot with Luca della
Robbia's introduction, for economic reasons, of the glazed terra-
cotta figure. Using intense blues, yellows, greens and purple with
ivory-white, these figures are simply and broadly modelled. Through
a following of stone cutters (the Desiderio group), who were in-

terested in primarily securing exquisite surface effects, the un-
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Complicated gesture, stylistic tricks and mastery of surface gave
rise to hectic, overstated tortured parrative works which lacked
the monumentality and profundity of the High Renaissance. With the
development of the Rococco style, an epicurean delight in the fleshly
and a desire to amuse began to dilute the heroic and philosophical
tenets of the sculptural tradition which Bernini had inherited from

Michelangelo (51).

Colour in sculpture tended to vie with painting, the dominant art
form. The exaggerated inflection of modelling and the use of col-
oured marbles throttled the lucidity of sculptural form. Spanish
sculpture in the seventeenth and eighteenth centuries, which was
entirely religious, pushed the art of trompe-1 'oeil realism farther
than any other school had done. Wooden statues were painted in life-
like colours and were sometimes jointed dummies covered with lux-
urious clothes and jewels. Eyes were often enamel or agate and

real hair was used for eyebrows and eyelashes (52).
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CHAPTER THREE

THE MODERN MOVEMENT: THE FIRST FIFTY YEARS

1900 - 1930

Robert Hughes, in a review on a retrospective exhibition of modern
sculpture at the National Museum of Modern Art in Paris, in 1986,
puts the ethos of twentieth century sculpture in a nut-shell when

he says "Modern sculpture after 1910 wanted the liberty that painting
had already claimed - the unobliged liberty of thought itself. It
extracted new models from the changing culture around it, from paint-
ing, music, anthropology and psychoanalysis, from the idea of the
'primitive' and the dream of a utopian machine future" (Hughes,

1986: 48). The point of departure for him is around 1880 when, to
borrow the mordant phrase of Claes 0Oldenburg many decades later,
sculpture was statuary depicting: "... bulls and greeks and lots of

nekkid broads" (0Oldenburg, 1986: 48).

The sculptbr in that day was responsible for commemorating the dead,

illustration of religious myth or dogma and expressing social ideals.
"The aim and meaning of the work was rarely in doubt. With statues,

good or bad, from garden gnomes to Marcus Aurelius, you knew where

you were" (Hughes, 1986: 48).

Hughes makes a point regarding the differences between statuary and
sculpture which is fundamental to understanding the momentum for
change as far as 'modern’ scuiptors saw it. Statuary was an accepted
form of social communication via the human figure and served social

concensus.

"One of the criteria of modernity itself was the degree to which
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sculptors angled their work away from these accepted norms. The
fundamental grammar had to change. Even if the iconography reflected
the long tradition of figure art, as do the body-haunted objects by
Matisse, Picasso, Brancusi, Mird, Giacometti and others, the approach
was loaded with a new depth of cultural resonance, flexibility of in-
vention and powerful aggression, and in totality, provided access to

the inner psychology of the artist" (Hughes, 1986: 48).

Hughes postulates that there are two main lines in modern sculpture.
"One addresses itself to nature, the other to culture. The first
descends from Gaugin's Tahitian sojourn and from Matisse's early
bronze nudes and heads. It winds through expressionism and emerges
as a 'primitive' strain whose Great White Gods are Picasso, Brancusi
and Giacometti. Its consequenées include the Surrealist fascination
with play and dreams, the abstract expressionist interest in gesture
and archetype, the ritual-mythic sculpture of Joseph Beuys and the
recent work of 'arte povera' sculptors like Mario Merz and Giovanni
Anselmo.

"The other line begins with Picasso's sheet metal guitar of 1913
which is everything statues have not been: not monolithic but open,
not cast or carved but assembled from flat planes. This branch
supplies the leitmotif of constructivism. Posited on rational sys-
tems, modern materials, urban technological rather than trival meta-
phors, and underlined by other arts and disciplines like music,
architecture and mathematics, this art heads down the minimalist

track" (Hughes, 1986: 48).
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"The displacement of space, the mark of traditional sculpture, was
largely to disappear from twentieth century sculpture. Space becomes
pierced and held in tension. Spaces and shapes form a complex, of
which the parts are interdependent but not centred. Thié sculpture
of extension is neither massive nor monolithic, nor does it present
a continuous surface. Its elements are not oriented to a centre nor
are they projections from a central mass. It is now an art of dis-
continuous forms suspended in space. It may be said to have aban-
doned the idea of surface altogether so that instead of enclosing
a volume, its shape allows the free use of spaces as essential parts
of the sculpture. The eye no longer moves over a surface. One be-
comes involved with these spaces as if there were a kinetic compul-
sion to move into them and about them. There no longer is the con-
straint to think back and front and, without recourse to illusionism,
sculpture has become truly spatial ... it can carry its strength
through 'lines of force' which are not necessarily enclosed in a
biological envelope. In contemporary sculpture this has opened a
new way which marks a radical divergence from the old" (Ferber,

1986: 554).

Marble, wood and bronze remain fundamental materials, but they are
used in unorthodox ways. In addition, the sculptor could use any
kind of junk, from cardboard to celluloid, down even to his own ex-

creta.

Colour was reintroduced by early twentieth century sculptors for its
optical value and was used to create illusion or to abstract texture.
It broadened the structural relationships of a wide class of objects

and the human form, and was a means of dissipating variation of light
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falling on three dimensional surfaces. Henri Laurens, an early
Cubist sculptor, commented that: "Colour fixes the components of
sculpture, so that a red volume remains red regardless of the light"
(Laurens, 1978: 106). Adolf Hildebrand postulated that: "Proportions
of form are expreésed by colour without regard to the special meaning

which colours may have in nature" (Hildebrand, 1978: 106).

Jean Arp used colour to create an alternative to painting and sculp-
ture while metaphorising nature. This revision of the old axioms of
the role of colour in sculpture blurred the canons of mutual exclu-
sivity between painting and sculpture which had developed from the
Renaissance. It was to surface again in the sixties to transmogrify
further the boundaries between three dimensional form and the canvas
until, in the eighties, the distinction made between what is painting
and what is sculpture is polemical. New notions of an interdisci-

plinary multi-media image-based iconography are now being formed.

Three centuries of mannerism, academism and decadence stretch between
the last great work of Michelangelo and Rodin's 'The Age of Bronze'.
Thousands of sculptors had followed the academic ideal - pursuit and
renewal of beauty - as sculpture's hiéhest calling. Above all,
sculpture had become a souvenir art, memorialising those who had
served country, science and thought. It was a status symbol in
aristocratic and middle-class homes and was seen as a narrowly de-
fined art, less flexible and éusceptible to change than painting.

By 1900, conscientious critics were exposed to a mind-numbing con-
frontation at the annual Parisian Salon of thousands of chimerical
white plaster and marble depictions of Parnassus or 'la vie moderne'

(which manifested itself as the glorification of all forms of
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labour. It was overkill to skill.

Auguste Rodin's revolt directly challenged this overkill. He be-
lieved that some sort of stylistic integrity had to be restored to
sculpture. By working from life in movement, he cancelled the old
credentials of period style by insisting upon unselfconscious style
or no style at all. Rodin reélised that the illusion of life could

not be given except by the representation of movement.

He had the original idea of making truncated figures (borrowed from
classical remains) which had the effect of lifting sculpture out of
the normal subject matter into a sphere where its abstract qualities
of line, mass and tension dominated the response that it evoked.

The open surfaces of his bronzes, probably translated from gestural
drawings done to capture movement, liberated sculptors from the
'strait-jacket' of finish. His exclusive attachment to the human
body however, limits his effectiveness in art history. The greater

part of modern sculpture is concerned with other kinds of form.

His modernity lies in his visual realism, his sensibility to volume
and mass and his unity of concept - in formal terms - a return to
a proper sense of sculptural values. Adolf Hildebrand's treatise
on the simplification of form, 1907, together with Medaro Rosso's
transient and formally indistinct small sculptures in wax form the

bridge between Impressionism and the old order.

The reappearance of colour in nineteenth century sculpture / statuary
is largely due to a painter, Jean-Léon Gerome, who made a consid-

erable number of sculptures. His flesh-tinted marbles were Salon
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exploited ambiguities of form that were biomorphic in character.

He devised a type of relief consisting of thin layers of wood shapes
deliberately avoiding any rational process in drawing or cutting.
Using flat unmerged colours, he preserved the independence of colour
and shape by mutual contradiction as to location of the edge. Colour

now arrives as a fully fledged component of sculpture (64 - 65).

'Chance', the watchword for Dada, gave rise to some interesting dev-
elopments in sculpture. Kurt Schwitters, the lyric artist of Dada
whom Robert Hughes calls the 'Saint of reclamation', made art from
oddments picked up on the streets. Instead of painting junk, he
transposed it into art. The cdmmon theme of these compositions con-
structed from urban waste, was the city as compressor, intensifier
of experience. It was to find its intellectual parallel in the sev-
enties in Warhol's ascerbic attacks on the anaesthetisation which
the modern urban dweller lives in, as well as the seventies 'find
and dump' school of sculpture. His 'Merzbau' in Hanover, (destroyed
in 1943), a reliquary construction, loosely Cubist, spread through
two floors of his house, predicated Joseph Beuys', Edward Kleinholz's
and George Segal's use of non-art materials to create an 'environ-

ment' or space which was sculptural in identity (66).

Dada widened the development of sculpture by obliteration of the
formal distinctions between the painting, the relief, the sculpture-
in-the-round and the ready-made object. These works became objects
without qualification simpiy by beiﬁg removed from normal environ-
ment and position - as Jean Arp said of Dada: "It is an attempt

to teach man what he has forgotten - to dream with his eyes open"
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(Arp, 1964: 9).
Summary
The legacy of the first generation of modern sculptors is a complex
one. Basically, these artists sought to restore power, profundity
and poetry to their medium. Intellectual freedom was the right to
greater choice. They wanted originality and the right to redefine
sculpture from their own experience or rediscover what it had been
at its origins. This sculpture is based on audacious concepts of
material, suspension of explanatory detail and alteration of se-
quence, application of expressive and non-descriptive colour, pene-
tration of mass by space and alliance with light to create form.
They assumed responsibility for either re-forming nature or inventing
the vocabulary of a new sculptural language. Justification for all
these innovations depended solely on the internal logic and character
of the sculpture itself. |
1930 - 1960
Sculpture from the thirties onwards tends to divide into two parts -
the anthropomorphic school which concreted the legacy of Arp - and

the constructivist school which was initiated by Gabo and Tatlin.

The Surrealist movement was largely responsible for the way in which
colour was used in the early part of this period. Joan Mird's idio-
syncratic and quirky iconography was based, as with Arp's, on their

love of organic shape. Both shared a similar sort of visual humour.
His abstract organic and brilliantly coloured shapes were to influ-

ence American sculptor and designer, Alexander Calder. Calder began
to experiment with abstract wire constructions which displayed imme-
diate mastery of constructed space - sculpture which had austere

coloured geometric forms suggesting constellations and universes.



























































































































either representational or ambiguously abstract and often displays
the current trend of referentiality. .There appears to be a return
to substantiality - a sense of weighted volumetric form - which
was largely neglected in the seventies. Deconstructed colour,

in its applied modernist sense, is being used with increasing
subtlety and is absolutely necessary for the development of full

formal meaning (119 - 120).
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CONCLUSION
Art in the eighties is provocatively directed at the informed rat-
her than the mindless. The turn of the decade has seen a frenetic
return to a recognisable image and opened the door to narrative,
allegory and symbolism. Interest has once again risen in tribal
art, archaic and crude form, prehistoric artifacts and archeologi-

cal remains.

In sculpture, it has resulted in a shift of focus from object to
image - from the thing to its appearance. Sculpture and its coun-
terpart, image, merge to form an image-based sculpture, achieved
by exuberant use of colour, theatricality and a return to figura-

tion.

What distinguishes the new sculpture from all previous related move-
ments is the 'bricoleur' attitude which uses objects and materials
recovered from the mass-media culture and turns them into the sym-

bolic, the absurd or politically engaged image.

The fact that objects have evocative powers was a well-known pre-
cept. New sculptors, however, have discovered the magical quality
in the mass-produced, cheap commodities. Being so numerous, they
represent a sort of reversed rarity. The notion of metamorphosis

is essential to most of this sculpture.

The dual condition of the new sculpture - industrial skin and orga-
nic allusion - incorporating everything from painting to object,
from theatrical mode to installation, is new beyond doubt. "The

new sculpture is connected with a fundamental change of intention.



The imperative of stripping bare all components of art, from mate-
rial and working process to its social context, has been replaced
by the principle of metamorphosis. The material facts of the med-
~ium are not hidden - they are transformed. Sculpture takes on a
new ontological and aesthetic status in the border area between
the two conditions. It is at once materiality and illusion, pre-

sence and abscence" (Dimitrijevic, 1984: 22).

Colour has been a powerful catalyst in this revolution.
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