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Introduction
Course overview
You will now have had the experience of the main techniques in the art of building sculpture:
construction, modelling, casting and carving.
Sculpture 1 took you through a series of projects and assignments that we hope gave you a
comprehensive insight into the sculptural techniques and related aspects of the history of the
subject of sculpture.
We hope it has helped you gain confidence, knowledge and understanding of the subject of
sculpture.
Sculpture 2 is designed to build on your experiences that you gained in the previous course,
giving you the opportunity to work more ambitiously and independently as a student, this will
be done by asking you to choose your projects and the way that you deal with them in threedimensional terms by developing your own ideas from the project briefs and assignments that
will be set.
This course aims for you, as a motivated and confident student, to approach the experience of
sculpture, new techniques and skills with a broader range of sculptural materials, increasing
your independence and self-motivation as a sculptor.
Throughout this course you are encouraged to consider some of the theories that have emerged
within modern sculptural practice during the 20th and 21st centuries.
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Course aims
The unit aims to
• introduce a range of techniques and materials and explain the critical context of their use;
• develop increasing independence and self-reliance as a sculptor;
• extend awareness of the importance of drawing as an adjunct to sculpture;
• increase your critical and reflective skills.

Course outcomes
On successful completion of the unit you will be able to:
• produce original sculptures using a variety of techniques and materials
• demonstrate independence as a sculptor and responsibility and self reliance in your learning
• demonstrate the acquisition of drawing and modelling skills
• research visual ideas from a wide range of sources and develop these ideas through a
critical review and art practice.

Assessment Criteria
Here are the assessment criteria for this course. These are central to the assessment process for
this course, so if you are going to have your work assessed to gain formal credits, please make
sure you take note of these criteria and consider how each of the assignments you complete
demonstrates evidence of each criterion. On completion of each assignment, and before you
send your assignment to your tutor, test yourself against the criteria - in other words - do a self
assessment, and see how you think you would do. Notes down your findings of each assignment
you’ve completed in your learning log, noting all your perceived strengths and weaknesses,
taking into account the criteria every step of the way. This will be helpful for your tutor to see,
as well as helping you prepare for assessment.

Assessment criteria points
•
•
•
•

Demonstration of Technical and Visual Skills – materials, techniques, observational skills,
visual awareness, design and compositional skills.
Quality of Outcome – content, application of knowledge, presentation of work in a coherent
manner, discernment, conceptualisation of thoughts,communication of ideas.
Demonstration of Creativity – imagination, experimentation, invention, development of a
personal voice.
Context – reflection, research, critical thinking (learning logs and, at levels 5 and 6, critical
reviews and essays).
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Health & Safety
It is important for you to write your own risk assessment prior to commencing any practical
studio work and consider what personal protection you will require for each of the tasks.
You will also be required to write ‘project commentaries’. These will take the form of selfappraisals, (your aims and objectives and success of your outcomes for each of the projects) in
relation to your work and will be presented to your tutor for comment.
There is also a written element to the Sculpture 2 course in the form of a critical review of
approximately 2000 words. This should take the form of a critical review of a contemporary
work/movement or a critical review on a sculptor that you will choose to complement your
programme of practical work. The format of this review will be discussed in consultation with
your tutor, who will direct you in subject choice and the content of your review. This is all part
of your development, as the contextualisation of your work is an important part of your activity
as a sculptor.
During the first year of your course, you were confronting the basic problems of sculptural
activity in relation to the methods and techniques of composing and building three-dimensional
form and solving the physical problems which occur in the making of sculpture, rather than
what you were trying to develop in the content of your work. You were focussing on the ‘hows’
rather than the ‘whys’ of producing sculpture.
During Sculpture 2, we would like you to develop the idea of the ‘whys’ (the content of your
work). These include choice of subject matter, the form of your sculpture, your materials, methods
and techniques of production, how you make the decisions within your sculptural practice, and
your work in relation to that of other sculptors through the contextualisation of your sculptural
practice.
The sculptor Reg Butler once said

“Creative development is directly proportional to the exposure to art,
both past and present”.
We would also like to emphasise the importance of experimentation in all your developmental
work. Sometimes, through this process, new lines of enquiry can be explored and decisions can
be made. Occasionally there are ‘happy accidents’ which can give you a different aspect on the
forms that you create, which can be developed further.
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Throughout Sculpture 1, you may have been exposed to styles and sculptural form, some of
which will have excited you as a student and to techniques that you feel very comfortable
with as an individual and you may now feel that you wish to develop further in a much more
ambitious and individual way.
As you progress through Sculpture 2, you will be given the opportunity to develop the idea of
the ‘whys’ in relation to the content of your work and the ‘hows’ in relation to the production of
your sculptural form.
In many ways Sculpture 2 is less prescriptive about the content and production of your work,
giving you a much more individual and independent approach to your own sculptural activity.
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Historical time line of 20th century art movements in
relation to the development of modern sculpture
1908 Cubism; a highly influential visual arts style of the early 20th century that was
created by the painters Pablo Picasso and George Braque between 1907-1914 and
related to the flat picture plane and influenced sculpture, introducing the idea of flat
geometric planes.
•
•
•
•
•

Pablo Picasso (1881-1973)
George Braque (1882-1963)
Alexander Archipenko (1887-1964)
Raymond Duchamp-Villion (1876-1918)
Jaques Lipchitz (1891-1973)

1909 Futurism: a movement centred in Italy and emphasised the dynamism of speed, energy
and the power of the machine.
• Umbertto Boccioni (1882-1916)
• Giacomo Balla (1871-1958)
1912 Vorticism: a British movement that was a mixture of Cubism and Futurism lasted between
1912 and 1915.
• Jacob Epstein (1880-1959)
• Henri Gaudier-Brzeska (1891-1915)
1913 Supermatism: a Russian movement formed in 1913 by Malevich it was a non-objective art
and consisted of geometric shapes flatly painted. This movement deeply influenced modern
European art.
• Kasimir Malevich (1878-1935)
• Alexander Rodchenko (1891-1956)
• El Lissitsky (1890-1941)
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1916 Dada: an avant-garde movement originating in Switzerland in 1916 that included sculptors,
painters and poets.
• Marcel Duchamp (1887-1968)
• Francis Picabia (1879-1953)
• Andre Bretton (1896-1966)
• Kurt Schwitters (1887-1948)
• Max Ernst (1891-1976)
• Jean Arp (1887-1966)
1917 De Stijl: a Dutch non-figurative movement also called Neo-plasticism formed in 1917 by a
group of artists and architects, led by Piet Mondrian and Theo Van Doesburg. They advocated a
purification of art, eliminating subject matter in favour of the vertical and horizontal elements
and the use of primary colours and non-colours (grey and black).
• Piet Mondrian (1872-1944)
• Theo Van Doesberg (1883-1931)
• El Lissitzky (1890-1941)
• Gerrit Rietveld (1888-1964)
1919 Bauhaus: was a school founded in 1919 by Walter Gropius at Weimar in Germany, its aim
was to develop a functional design and architecture based on a correlation between creative
design, modern industry, science and art.
• Oskar Schlemmer (1888-1943)
• Joseph Albers (1888-1976)
• Walter Gropius (1883-1969)
• Laslo Moholy-Nagy (1895-1946)
• Max Bill (1908-1994)
• Mies van de Rohe (1886-1969)
1920 Constructivism: a totally non-representation art (abstract) and includes relief constructions
and sculpture, the work is ordered rational geometric and special and experimental in it use of
industrial materials. The principles of constructivist theory are derived from 3 main movements
that evolved in the early 20th century, Suprematism, De Stijl and Bauhaus.
• Naum Gabo (1890-1977)
• Antoine Pevsner(1884-1962)
• Lazlo Moholy-Nagy (1895-1946)
• Vladimir Tatlin (1885-1953)
• Kasimir Malevich (1878-1935)
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1930 Concrete Art: Theo Van Doesberg states, ‘A work of art does not derive from nature but is
an autonomous reality composed of colour and form, an object for intellectual and spiritual use,
‘Art’ should receive nothing from natures formal properties or from sensuality or sentimentality.
We want to exclude lyricism, dramaticism and symbolism’.
• Theo van Doesberg (1883-1966)
• Jean Arp (1883-1931)
1930 Kinetic Art: Kinetic artists explored how things looked when they moved by motorising
sculptures, suspending sculptures and letting the elements act upon them.
• Alexander Calder (1898-1976)
• Jean Tinguely (1925-1991)
• Marcel Duchamp (1887-1968)
1940 Organic Abstraction: the use round or wavy abstract forms based on forms found in nature
and is a feature of many mid-century sculptors.
• Constantin Brancusi (1876-1957)
• Barbara Hepworth (1903-1975)
• Henry Moore (1898-1986)
• Isamu Noguchi (1904-1988)
1952 Pop Art: based on images of popular things. Pop Art is the manipulation of images and
symbols of modern industrial and consumer life.
• Andy Warhol (1928-1987)
• George Segal (1924-2000)
• Alan Jones (1937-)
• Peter Blake (1932-)
• Claus Oldenburg (1929-)
• Eduardo Paolozzi (1924-2005)
• Joe Tilson (1928-)
1960s Conceptual Art: emphasised the artist idea over the idea of the art object in an attempt
to free art from the confines of the gallery and from the pedestal.
• Sol LeWitt (1928-2007)
• Joseph Beuys (1921-1986)
• Marcel Broodthaers (1924-1976)
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1960s Formal Abstraction: a form of sculpture which came to fore in the 1960s with it heavy
metal welded sculptural works, utilising the formal manipulation of the elements in space.
• Anthony Caro (1924-)
• Philip King (1934-)
• David Smith (1906-1965)
1960s Assemblage: the 3 dimensional cousin of collage, the use of found objects to create
sculptural form.
• Edward Kienholz (1927-1994)
• Joseph Cornell (1903-1972)
1960s-70s Arte Povera: an Italian art movement, the term was introduced by Italian art critic
Germano Celant in 1967. The artists in Italy were working in a radical way breaking with the
past all the artists were dealing with sculpture and the idea of truth to materials.
• Giuseppe Penone (1947-)
• Giovanni Anselmo (1934-)
• Jannis Kounellis (1936-)
• Michelangelo Pistoletto (1933-)
• Mario Merz (1925-2003)
• Luciano Fabro (1899-1968)
1960s-70s Land Art and Environmental Art: an art movement the deals directly with the
environment, usually work in or manipulating the landscape. Land art was a radical departure
from making formal objects situated in a gallery setting.
• Micheal Hiezer (1944-)
• Christo (1935-)
• Richard Long (1945-)
• Hamish Fulton (1946-)
• Andy Goldsworthy (1956)
• Robert Smithson (1938-1973)
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1970s-80s Site Specific Art: is an artwork usually a sculpture created to exist in a certain place.
The artist takes into account the location while planning and creating the artwork. Outdoor site
specific art often includes landscaping with permanently sited sculptural elements. Indoor sitespecific works may be created in liaison with architects of the building.
• Richard Serra (1939-)
• James Turrell (1943-)
• Christo (1935-)
• Andy Goldsworthy (1956-)
1970s-80s Postmodernism: a movement in arts, architecture and design that rejected the
preoccupation of post-war modernism with the purity of form and technique. The postmodernists
used a combination of style elements from the past, such as classical and baroque and applied
them to ’spare’ modern forms often with ironic effect.
• Philippe Stark (designer) (1949-)
• Ettore Sottsass (designer) (1917-2007)
• Hans Haacke (1936-)
1970s-80s Minimal Art: sculpture is reduced to the essential, by the use of elementarary and
geometric forms ‘primary structures’ to achieve the most formalism in space. The sculpture is the
final outcome of the creative process which is determined in advance.
• Carl Andre (1935-)
• Richard Serra (1939-)
• Dan Flavin (1933-1996)
• Robert Morris (1931-)
• Donald Judd (1928-1994)
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A critical review of a contemporary work/movement or a
critical review on a sculptor
During Sculpture 2, you are required to write a critical review of a contemporary work, movement
in sculpture or a critical review on a sculptor.
Once you have decided on the content of your review, which should be approximately 2000
words, it is suggested that you discuss your line of enquiry, research and the content of your
review with your tutor, who will be able to direct you through the process at each tutorial and
discuss your ideas and progress. This critical review should be decided upon quite early in
Sculpture 2, and the choice of your subject matter should complement and inform your interests
as a sculptor.
The aim of this critical review is to deepen your understanding of the form of sculptural activity
that interests you as a student. To achieve your aims within this project, you will need to
approach your chosen subject matter in an analytical and critical manner.
For this review it is a good idea not to be too adventurous in your choice of subject. It would
be a good idea to develop one of the themes from Sculpture 1, which most interests you as a
sculpture student, and to research more deeply into the movement, style or particular sculptor
that you have chosen.
N.B.: It is imperative that you do not leave this critical review until the last part of the course, as
this can cause stress and anxiety if you are not used to writing.

Starting the course
What to do first
Begin by reading the introduction and then look through the whole course. Make a note of any
questions you might have and consider a rough timetable you can work from to complete the
course.
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Health and Safety considerations
Health and Safety issues are paramount in good studio practice for practicing professional
sculptors, to follow are a number of things you should continually consider when working in
your studio.

As a student that has progressed through the previous levels of the sculpture course you will
have already setup a studio in part of your home, garage out building or shed. Within the area
in which you produce your sculpture, it is important that you take Health and Safety precautions
in relation to the activity that you are involved in.
You should consider the suitability of your chosen studio space in relation to your chosen
activities and processes.

For example:
If your are using a naked flame for brazing, welding or melting materials a wooden shed is not
really a suitable workspace, unless you have created an area specifically in which you use the
flame that is protected by metal sheeting and a fire extinguisher is on site.
If you use solvents, glues or paints that are inflammable you should store them in a locked metal
cabinet.
Health and Safety is a matter of logical commonsense and you should always be pro-active in
your assessment of your own activity and the studio in which you work.
To follow are some commonsense rules in relation to various aspects of sculptural activity.
1. A tidy studio is a safe studio
2. Always have a First Aid Kit in the studio
3. If working with fine powder materials such as cement and plaster always wear a dust mask
during handling and mixing.
4. If cutting wood and other sheet materials like MDF, hardboard, both hard and softwoods,
and chipboard with power tools such as a jig-saw, or chop-saw always wear a dust mask
and goggles.
5. When cutting stone or any other pre-formed block materials such as
6. breeze, concrete and plaster based blocks with power saws or grinders always wear goggles,
gloves, dust mask and steel toe capped safety boots.
7. When dealing with heavy sculptural materials such stone or blocks it is essential that you
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8.
9.
10.

11.

12.

lift correctly, do not try to lift more than 25kg without assistance.
If working with metals; cutting, grinding, polishing, welding or brazing always wear gloves,
mask and appropriate goggles, if using heavy metal pieces safety boots are also essential.
When carving with chisels on stone or wood wear goggles, if carving in stone the added
protection of gloves and safety boots is also recommended.
Modelling in clay is relatively free from hazards and little or no personal protection is
required unless you intend to sand or use abrasive papers on your sculpture when a dust
mask is required, as dry clay dust is hazardous to health.
If using Resins for casting and the laying up of moulds with fibreglass matting, precautions
must be taken and the materials handled with care, always read and follow the manufactures
instructions.
Appropriate gloves and masks must be worn and storage of this type of material is essential
as it is highly inflammable. The lockable metal cabinet is ideal.

This set of simple commonsense rules is there for your own personal protection and it would
be a good idea if before and during your projects you write in your Log book a simple risk
assessment relating to the tasks, materials and activity that you are going to undertake.

Remember you are responsible for your own safety in the studio.
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Sculpture 2

Part one
A proposal for a public
sculpture

Boxing 1987 Keith Haring
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Introduction
Throughout art history sculptors have made works which have existed in the public domain,
from the colossal temple monuments of ancient Egypt and Greece, Rome’s ‘Trajans Column’
celebrating the victories of the Dacian Wars, the heroic bronze statue of ‘Marcus Aurelius’ on
the Capitaline Hill, the Renaissance fountains and public works in the piazzas of Rome, through
to the war memorials of the 20th century, commissioned by civic authorities as a country’s
expression of loss.
At the end of the 20th century/beginning
of the 21st century, contemporary public
sculpture has once again come to the fore,
with more commissions for sculpture by
public and corporate funding of the arts. At
this moment in time, there appears to be
three types of public sculpture, all of which
are site-specific in their conceptual nature:
public sculpture which commemorates events
in the context of their conception, sculptures
that are commissioned for their aesthetic
enhancement of a public space and other
work commissioned from sculptors that
are designed to fit into civic situations and
facilitate social interaction – these are usually
collaborations between artists and architects.

Trajan’s Column, built in 113 AD

The architectural scale of sculpture had
intrigued sculptors even at the beginning of

the 20th century. ‘The Monument to the Third
International’ 1919-1920 by the Russian Constructivist Vladimir Tatlin was intended to be on a
huge scale, twice the size of the Empire State Building in New York, and in Kasimir Malevich’s
‘Architectonics’ 1924-28 we can see that the sculptural composition derived from cuboid forms
has aspirations of a large-scale work, possibly for the public domain.
Two contemporary examples of large-scale public sculpture that fall into the category of
commemoration are Antony Gormley’s (1950-) ‘Angel of the North’ 1998, a monumental castiron figure with a 54 m wingspan, which stands overlooking the A1 near Gateshead, on the site
of a disused colliery, and pays tribute to the industrial heritage of the North-East.
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Angel of the North 1998 Antony Gormley

Jaume Plensa’s (1954-) ‘Breathing’ 2008, for the BBC at Broadcasting House in London, is a
sculpture shaped in the form of a giant inverted glass spire 10 m high, with a poetic text etched
around the sculpture in a spiral to evoke the themes of speech, silence, life and death and,
during the hours of darkness, a beam of light is projected 900 m into the night sky. The work is
a memorial to the journalists who have lost their lives around the world.
Sculptures are also commissioned for their aesthetic enhancement of public spaces. A number
of examples of these can be seen in London. Two such examples are Richard Serra’s (1939-)
‘Fulcrum’ 1987, which is a huge abstract geometric sculpture, made from sheets of Cor-ten steel,
sited it the Broadgate Complex, London EC2 and Henry Moore’s (1898-1986) ‘Knife Edge, Two
Pieces’ 1962, in bronze, which is opposite the House of Lords.
Henry Moore appears to be the forerunner of the commissioned public sculptor in the 20th
century and produced large-scale works for public spaces. His work can be seen in many cities
throughout the world and in this country in cities such as York, Leeds and London.
Since 1999, the vacant fourth plinth in Trafalgar Square, London, which was originally intended
to support a statue of William IV, is a site where sculptors have been commissioned on an
annual basis to create a work for the site. In 2007 Thomas Schutte (0000-) created ‘Hotel for
Birds’ (a response to the pigeons which inhabit the square), a construction of interlocking, multicoloured Perspex boxes.
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The collaboration between sculptors and architects in the latter part of the 20th century has
become more established. A major collaboration took place during 2000, when the sculptor
Sir Anthony Caro, the architect Sir Norman Foster and the engineers Arup and Partners won
the competition to design and build the 330 m ‘Millennium Bridge’, which links the City of
London and the Tate Modern on Bankside across the Thames. Even though this is a practical,
functioning bridge, which affords social interaction between communities, it not only functions
as a bridge but as an interactive sculpture.
In this set of projects and assignment, you are asked to design a public sculpture, which should
be site-specific and have reference commemoratively, aesthetically or socially interactive to the
site that you choose to exhibit the work. Of course, this is only a proposal and should result in
a maquette of the final work that you propose.

Health & Safety
It is important for you to write your own risk assessment prior to commencing any practical
studio work and to consider what personal protection you will require for each of your tasks.

Studies for Sculpture: Two Forms, 1937 Henry Moore
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Project Site selection, context and form
of the work
Introduction
Your first task is to select a site for your proposed sculpture. This could be a public square, an
open space in front of a civic building or in a public park. The choice of site is entirely yours, but
we feel it would be more of a challenge to set your work in a man-made environment, where it
could harmonise or compete with its surroundings.

Double Triangular Pavilion 1999 Dan Graham

The selection of your site should depend on much more than its visual appeal. You should
research into the context of the site you have selected with regard to its significance historically,
emotionally, socially etc. This may be of help in formulating your ideas in relation to the content
and form of your work: is it to be commemorative? Is it to be an aesthetic imposition on the
site? Is it to be functional and socially interactive? These are all questions you should be asking
yourself when making your decisions.
Once you have selected your site, make photographs and drawings of the surroundings for
your studio reference. Try to make these as comprehensive as possible, including approximate
measurements of the site, as your final proposal has to have scale in relation to the site and the
maquette that you produce.
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Project Drawings/selection of
materials for the proposed sculpture
Introduction
Once you have your site information and notes on the content and ideas regarding the form
of your proposed work, start by making drawings and notes in your sketchbook. These should
include developmental drawings of your proposed sculptural form in situation in relation to the
site you have chosen and the materials and methods of construction of your proposed sculpture.
You may not want your final proposal to be one single sculpture, it could be made up of several
pieces, possibly arranged in a public square. Alternatively, you could consider sculptural seating
units functioning as socially interactive sculpture, or your sculpture could be a relief for a blank
wall in a shopping centre. The conception and decisions are yours.
At this point, you will need to decide on the material that you intend to use for the final
proposed sculpture. This could be steel, bronze or stone but, whatever material you choose,
it must have longevity and be durable in a public environment, exposed to the elements and
possibilities of vandalism. Likely materials could include stainless steel, which is rustproof and
maintains its sheen, Cor-ten steel, which many of the large-scale rusted steel public sculptures
we see are fabricated from. If stone is selected for your final proposal, marble, Portland stone or
granite are a good choice.
You are now asked to produce a series of A2 drawings (a minimum of four) showing your
proposed sculpture from different viewpoints within your chosen site location.
Possibly, you may wish to execute these drawings in colour to replicate the nature of the material
that you intend to use for your final sculpture. It is important that in the drawings, scale is
expressed by the inclusion of, for example, a figure in scale to your sculptural ideal.
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Drawing for Sculpture I 1961 (ink & wash on paper)
Lynn Chadwick

Drawing for Sculpture V 1961 (ink & wash on paper)
Lynn Chadwick
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Project Logistical considerations
Introduction
As a sculptor who is hypothetically involved in a commissioned project, part of the ‘real’ project
would be to get costings of the materials to be used in the sculpture, the cost for skilled labour
for specialist fabrication, transport of the finished sculpture to the site, preparation of the site,
including foundations or plinth, lifting and moving equipment as necessary, and labour costs.
For example, very few sculptors, when working on large-scale commissions, do the work
themselves: they employ technicians and assistants in their studios, or even sub-contract to a
fabricator for the production of the work. A large-scale bronze cast, for instance, would normally
be produced by a bronze foundry.
Once the work has been fabricated, it must be transported to the site for installation on
prepared foundations or plinth. Usually, the nature of public sculpture is that it is large and
heavy, therefore specialist lifting equipment and expertise would be required for its installation.
What this should reveal to you is the large cost of sculpture in the public domain and why public
sculpture is funded by civic authorities, private enterprise and Arts Council funding. It should be
realised that once a sculptor has been award a commission, he has been set a financial budget
by the commissioning agency. Therefore, if the proposal for the sculpture after costings were
over budget, modifications to the idea and proposal would have to be made.
Once you have made the decision about the form, materials, size etc. of your public sculpture,
we would like you to make a list of all the resources you might need, or have to consider, for the
production, transport and installation on site of your finished work. Make notes on how you see
this process progressing in logical steps.
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Project Maquette for a public sculpture
commission
Introduction
When you have made your drawings of your proposed sculpture in situation, you will have made
your decisions, through the development process, on the materials that the sculpture will be
made in.
At this point you should decide on the materials and construction of your maquette. You will
also need to decide on the scale of the maquette. For example, if the proposed sculpture is to be
5 m high, a good size for the maquette would be 50 cm (a scale of 1:10).
Depending on the nature of your final proposed work, be it in stone, metal, bronze or other
material, the maquette does not need to be made from the same material as the proposed
sculpture. We would like you to construct your maquette using the skills and techniques that
you have acquired in Sculpture 1. For example, if your proposed sculpture is in stone or marble,
the maquette could be made from plaster which you carve, or if you intend it to be made in
welded steel sheet, the maquette could be constructed in wood and plywood sheet sections and
painted with a metal paint finish to replicate your proposed idea.
If your intended sculpture is to be a
figurative work, you could model in selfdrying clay (Cold clay) or plaster.
If your idea is for a wall relief, possibly
in different metals, this could be
constructed in wood to the appropriate
finishes.

Maquette for Little Augustus Relief (plaster)
Bernard Williams Meadows
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Assignment one Sculptural form as
architecture/architectural form as
sculpture: A maquette for a monumental
sculpture
In the previous projects you have experienced the process of hypothetically placing a proposed
large-scale sculpture in a real location.
In this assignment, we would like you to look at the possibilities of sculptural form as architecture
or architectural form as sculpture. The notion of architectural form as sculpture has been taken
to the extreme in the work of the American architect Frank Gerhy (1929-) in the ‘Guggenheim
Museum of Art’ 1997, in Bilbao, Spain.
Gehry has created an expressionistic and free structure of curvaceous metal-clad forms more
akin to sculpture than architecture and created a piece of ‘functional sculpture’ in which to
display art.Sculptural form as architecture can be seen in Rachel Whiteread’s (0000-) ‘Holocaust
Memorial’ 2000, sited in Vienna’s Jewish Quarter.
This blocky-concrete sculpture resembles an inside-out library, with the imprint of rows of books
with their spines facing inwards, lining the exterior walls. Inscribed around the base are the
names of Nazi concentration camps.

Tasks
For this assignment, we would like you to make a monumental abstract constructed sculptural
maquette based on the idea of monumentality and architectural scale, using simple constructional
materials such as lengths and blocks of wood, hardboard, flexible metal sheet etc. It would be
a good idea, during the decision-making process, to have various sizes and shapes of blocks and
lengths of wood etc., so that you can arrange and design your sculpture on a base board and
make various arrangements and drawings in your sketchbooks.
It will be necessary for you to research into the subject of sculptural form as architecture and
architectural form as sculpture.
Begin as you normally do, by developing ideas of your probable compositions for your maquette
in your sketchbook and on larger A2 working drawings. As this a maquette for a monumental
sculpture, it is important that you decide on the final size that this sculpture as architecture
should be. A small cut-out figure will help you to visualize the size and scale of your sculpture.
It is suggested that you look at the pieces on your board from eye-level. This will give you the
impression of great size.
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Once you have reached the end of your decision-making process, construct the sculpture on the
base board. You can treat the surfaces in any way you wish, for example, you could paint it in
tones, treat the surfaces of the wood with plaster, simulate other materials through painting or
other techniques: the choice is yours, but this sculpture must look monumentally scaled.
At the end of this set of projects and assignment, you will have:
• Researched into the idea of public sculpture
• Selected a site for your public sculpture proposal
• Made drawings, measurements and photographs of your proposed site
• Decided on the context and form of your proposed sculpture
• Decided on the materials of your proposed sculpture
• Produced a minimum of four large drawings showing the sculpture in situ
• Made a list of resources for the production, transportation, installation and possible costings
of the project
• Made a scale maquette for your proposed public sculpture
• Researched into sculptural form as architecture/architectural form as sculpture
• Produced sketchbook development and a series of large working drawings
• Produced a maquette for a monumental abstract constructed sculpture
• Written a project commentary in the form of a self-appraisal

Reflection
Before you send this assignment to your tutor, take a look at the assessment criteria for this
course, which will be used to mark your work when you get your work formally assessed. The
assessment criteria are listed in the Introduction to this course. Review how you think you have
done against the criteria and make notes in your learning log. Send these reflections to your
tutor, along with your work, your sketchbook, supporting studies and your learning log (or link
to your blog).
Email your assignment work to your tutor making sure that each file has your name, student
number and assignment number on it. Scan or photograph your supporting exercise work,
sketchbook pages and your learning log. These can be summarised as a pdf document,
uploaded to your blog or organised and submitted by post.
If you are sending supporting material by post make sure your name, student number and
assignment number are on the back of the work and send it to your tutor. Your tutor may
take a while to get back to you, so carry on with the course while you’re waiting.
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