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Foreword 

'lb affirm the importance of the Britisli sculpture produced over tlie 

last 10 years may seem like stating tlie obvious, but we should not let this 

serve as an excuse to avoid any assessment. This is especially true insofar 

as , a l though tiie work of tiiese artists is known througli the media , few 

Montréal art lovers have ever had the ()|)portnnity to experience it directlv 

The Musée d 'ar t con tempora in de Montréal is thus con t inu ing its well 

es tabl ished role of assembling, for the exhibit ion British Noiv: Sculpture 

and Other Drawings, a collection of works by nine artists who, one way or 

another , have made a contr ibut ion in Britain to recent developments in 

scul|)ture. Two questions present themselves here. (Tiven that the museum 

is focusing attention on British artists, we might ask why it has chosen to 

show only sculi)t()rs? And why favour British artists? The exclusive concern 

here with ar t is ts who p rac t i ce s c u l p t u r e does not indica te any lack of 

interest in other forms of artistic expression in Britain. On the contrary, the 

presence, alongside the three-dimensional works, of drawings by the same 

artists demonstrates a broader curiosity. Moreover, we make no assertion 

that there exists a school of British scu lp tu re , as this would bestow an 

au thor i ty on these a r t i s t s that they never in tended to c la im. However 

|)rov()cative and d is turb ing their work may [)e, they never wished to set 

themselves up as models for other artists. Rather, they are implicated in the 

general ques t ioning wiiich nei ther scu lp ture nor any other art form has 

succeeded in escaping, in Britain as much as elsewhere, the (juestion of 

what is a suitable object for sculpture, what should actually be scul|)ted. 

'I'his exhibition does not pretend to solve such a fundamental problem, but 

illustrates the intensity with which it has ap|)eared to some artists and how 

they have come to terms with it. 

Our thanks are due to the curator, Sandra (irant Marchand, for all 

the research she caiTied out for the exhibition she invites us now to view. 

We also want to express our deej) grat i tude to the British Council for its 
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We would also like to thank all the members of the Musées staff who 

cont r ibu ted directly or indirect ly to the organization of this exhibi t ion. 

Final ly, we hope all our vis i tors unde r s t and how much we value the i r 

indispensable su|)port. 
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Director 



Preface 

Last June we witnessed a ritual ver\- familiar to the international art 

community: the opening of the 43rd Venice Biennial. The five pavilions that 

attracted the most attention were those of Germany, Belgium, Spain, the 

United States and Britain. A few hours before the jury gave its verdict , 

rumours were circulating to the effect that the first prize would go to Tony 

Cragg, who was represent ing Britain. Even though the exper ts dec ided 

otherwise, the fact remains that , above and beyond all the reasons that 

might dictate the choice of such a first prize, the public had already made 

up its mind. 

This anecdote, of itself quite innocent, nevertheless illustrates rather 

well that, in spite of the time that has passed since Objects and Sculpture 

(London, 1981) — t h e event which was to de f ine the new di rec t ions in 

British scu lp ture and mark its entry onto the internat ional scene — this 

sculpture remains absolutely relevant. 

There are a number of reasons for this. For those who experience it, 

the British sculpture of the past decade evokes an atmosphere, a place or a 

d imens ion that is strange. The origins and the nature of the objects are 

familiar and yet the unconventional treatment they are given reveals another 

world to us. The familiar and the unfamiliar are combined. 

it does not much matter whether this sculpture is abstract or figura-

tive, because the techniques used to produce it — whether they are complex 

or simple — recall some kind of clever handiwork. "Bricolage," assemblage 

and theatrical presentation are all possible ways of expressing the poetr>- of 

an object. 

In Quebec, Michel Goulet, Gilles Mihalcean, MarthaTownsend and, 

to some ex ten t , Geneviève Cad ieux are ar t i s t s who, in the i r own way, 

include familiar objects in their pieces. These artists use objects not for 

their funct ions but for their power of evocation, their form or simply as a 

pretext for subvers ion. In any case , both British and Québec sculpture 

focuses special attention on the object or its copy. Once it is removed from 

the familiar world of the everyday, the object, laden with cultural values and 

spi r i tual connota t ions , becomes metaphor ica l , even al legorical , all the 

while preserving its own identity. 

In other words, British sculpture remains important because it has 

not vet totally exhausted the meaning of the object and the meaning of art. 

Moreover, this sculpture is both complex in form — following no rigid 

ru l e s — and in m e a n i n g , leaving much of the in te rp re ta t ion up to the 

viewer. While some works betray a sense of humour, it is not gratuitous 

humour. Indeed, it occasionally impfies a muffled critical discourse which 

might , at one moment , accuse some era of d i sda in ing the power of the 

imagination, or, at another moment, an art movement of being too preoc-

cupied with analysis , narrat ion and answers. British sculpture therefore 

suggests the possibility of personal and artistic freedom and it reinstates the 

idea of originality as a criterion for the critical assessment of work. 



We should therefore not he su rp r i sed to discover that Bri t ish 

sculpture is a hybrid, a mixture of styles. This mixture is a result of the 

permissive climate established by the work of these very artists. Their works 

are precar ious ly ba l anced , not physically speak ing — al though most of 

them do not require bases or any special means of display — but rather in 

terms of the conceptual dimensions they offer. The British sculfjtors have, 

in fact, set themselves the challenge of allowing the coexistence within a 

s ingle work of d i f fe ren t , often contradictory, forms and fundamen ta l ly 

opposed ideas like nature and culture, wholeness and fragmentation, high 

and low art, presentation and representation. It is this major undertaking 

that confers on all the work its complexity and fragility of meaning. 

Sandra Grant Marchand, the curator of the British Now: Sculpture 

and Other Drawings exhibi t ion, has chosen to focus part icularly on the 

r e l a t ionsh ip between the drawings and scu lp tu re of n ine ar t is ts whose 

artistic practice seems central to critical issues now being debated inter-

nationally. Although generalizing from particular cases is always problem-

at ic , it r emains that this connec t ion between drawing and sculp ture is 

symptomatic of a general attitude among contemporary British artists. 

Thus their pieces, images and objects, are the result of a com])lex 

interweaving of the image, the mater ia l s and the shapes . Drawing and 

sculpture confront each other or come together in the different permutations 

examined by Sandra Grant Marchand. The selection here is intended to 

throw light both on the nature of British sculpture and on the broader goals 

of contemporary art as a whole. 

Manon Blanchette 

Chief Curator 



Sculpture or Drawing, 
Drawing and Sculpture 

All exliil)iti()ii of nine British artists who, by and large, have never 

shown their work in Quebec , ' might seem at first to be an arbitraiy gather-

ing, in view of the context whicli gave rise to tiiese works and the comiilexity 

of the i r i n t e r c o n n e c t i o n s . However, I jr inging these ar t i s ts toge ther in a 

single exhibition in Montréal provides an occasion to display a cross section 

of recent , contemjiorary British art. It partially fits in with the enumerat ion 

de te rmined by in ternat ional recognit ion of a local artistic product ion, of 

sculpture for the most part, by artists who belong to the same generation.^ 

T h e many s imi l a r ap])ropria t i ( )ns , in grouj) e x h i b i t i o n s c o n s i s t i n g of 

m o n o l i t h i c c o l l e c t i o n s of works that a re a c t u a l l y q u i t e d i f f e r en t , iiave 

become standard indicators , part icularly abroad, of the creative excitement 

s u r r o u n d i n g new d e v e l o p m e n t s in s c u l p t u r e in Br i ta in . ' L ikewise , our 

selection of artists for this exhibition is tailored to meet the needs of a first 

showing at the Musée d'art contemjjorain de Montréal. The major body of 

work h i g h l i g h t e d is drawn f rom the p r o d u c t i o n of some of the Br i t i sh 

scu l | ) to rs whose c rea t ive mastery of the i r chosen m e d i u m has m a d e an 

im|)ortant contribution to its contemporarv historv. 

This exhibition is based ])artly on certain paral lels , which have often 

been describet l , l)etween the distinctive characteris t ics of British sculptural 

l)ractice over the last decade . Critics have enthusiast ical ly pointed out that 

the work of many of t he se a r t i s t s is l inked by common a t t i t udes to the 

in t roduc t ion and novel use of commodi t i e s from everydav life and from 

"b r i co l ag e . " Such cr i t ic ism has concent ra ted largely on perceiving some 

c o n s e n s u s in the d ive r se i s sues ra i sed through the different scul | ) tura l 

styles —for examjj le , the resurgence of the object within sculptural i)rac-

t i ce , or the s ea r ch for archetyi )a l fo rms . '' Such l i nkage of i n d i v i d u a l 

api)roaches into something conveniently labelled "New British Scul|)lure"'^ 

gave rise to an amalgam of associat ions between sculptors wliose scope was 

impressive but who were othei-wise far from sharing a common sensibility. 

W h i le such i n f l u e n c e s a re ins t an t ly r e c o g n i z a b l e ( ca t egor i za t ion by 

med ium, generat ion, nationality), our selection of work here scoffs at the 

idea that some cho ices a re au tomat i c and some a b s e n c e s un jus t i f i ab le . 

More importantly, the collection of p ieces exhibited here concentra tes on 

the ])otential, recijjrocal relat ionship between the pract ice of sculpture and 

the notion of drawing' ' which usually escapes any very specif ic definit ion. 

The |)rospect of making a survey or an assessment of activit ies which would 

be exemplaiy recedes in favour of the juxtaposit ion of sculptural work and 

drawing by these nine artists. 

Rather than wishing to contain the various paths followed by these 

a r t i s t s wi th in the ca t egory narrowly d e f i n e d and r a t h e r | ) e r func to r i l y 

d e s c r i b e d as "New Bri t i sh S c u l p t u r e " (a te rm which , in any c a s e , has 

exhaus ted the mean ing it ini t ial ly had in the early e igh t ies when it rep-

resented emergence of innovative practices) , the exhibit ion chooses to look 



at this sculpture from the sole staiulpoiut of drawing. Without presupposing 

any specif ic re la t ionship between scu lp ture and drawing — their relat ion-

s h i p is, in any c a s e , n e i t h e r always nor n e c e s s a r i l y p r o b l e m a t i c — the 

se lect ion of p ieces explores the inclus ion of drawing in scu lp ture and the 

many forms this takes. The confrontat ion between sculpture and drawing, 

whicii occurs in dist inctly individual ways for each of the artists we meet 

here, thus calls at tention to the strictly sculptural or drawn qual i t ies of their 

work. The boldness of this point of view — which means at least as manv 

readings as there are viewers — is sus tamed by spontaneous reflection on 

the decompar tmenta l i za t ion of artistic d i sc ip l ines evident in the last two 

decades in particular. It is qui te obvious from the constant réévaluation of 

the g e n r e s t r ad i t i ona l ly s a n c t i f i e d by art h is tory — l ike s c u l p t u r e and 

d rawing — tha t c u r r e n t a e s t h e t i c i d e a s a re c h a r a c t e r i z e d by c h a n g i n g 

h ierarchies . For some of these British art is ts , the activity of sculp ture is 

carried on in eloquent parallel with that of drawing; for others, the pract ices 

of sculpture and (hawing are closely and significantly all ied. For still others 

the paths of sculpture and drawing may equal ly be separated or combined. 

The sculpture/drawing dichotomy inherent in these artists ' reflective 

activity, as well as in their pragmatic at t i tude to materials and processes, 

does not affect the continuity and pers is tence of the preoccupat ion which is 

central for each and every one of them, namely sculpture . These artits are, 

above all, sculptors . Although they flraw, taking advantage of the extensive 

poss ib i l i t i e s of th is express ive ac t , exerc i s ing the many ways in which 

drawing takes on life and materiality, the primary focus of their production 

is scu lp ture . It is here that they concent ra te their plast ic expression and 

visual syntax. To call oneself a sculptor, and to be recognized as such, in 

spite of the strength of drawing as a meaningful , parallel activity, reminds 

us of how easily the boundar ies between the genres assert themselves. How 

is it that drawing, no matter how important its role in the work, usually ends 

up as no more than a permiss ib le t race of the artist's f ree expression from 

his totally subject ive point of view. 

Perhaps the drawing aes the t ic has been unde rmined over the cen-

tur ies by a desire to preserve the separa te domains of paint ing, sculp ture 

and archi tecture and , s imultaneously, by a tendency to trivialize drawing's 

role by def in ing it in conc ise but abso lu te terms. The privileged position 

that d rawing ho lds in the h ie rarchy of gen re s — only drawing ha s b e e n 

a s s o c i a t e d , s i n c e the R e n a i s s a n c e , with the n e o p l a t o n i c i dea of p u r e 

express ion of thought — actual ly helps maintain the gap between drawing 

and o ther ar t is t ic modes which are firmly rooted in their material i ty and 

derive their meaning from it. From this confining historical point of view the 

whole notion of drawing is essential ly de termined in relation to some other 

pract ice — i n this case , sculpture . The activity which is drawing — a s ges-

ture — occurs freely and autonomously at the heart of the process. 

These British sculptors each make this connect ion between drawing 

and the work of s c u l p t u r e d i f fe rent ly . T h e way they see the func t i on of 



drawing wi th in t h e i r work is not n e c e s s a r i l y a m a t t e r of the d r awn , 

sculptural or even |)ictorial shapes the |)iece takes. This is why we find, in 

the work of these artists, a particidarly vaiied range of analytical considera-

t ion , f rom the d e s c r i p t i o n of s c u l p t u r e as a form of d rawing to one of 

d rawing as s c i d p t u r e , or f rom the idea of d rawing as s u b o r d i n a t e to 

sculp ture to that of sculpture at the service of drawing. At e i ther of these 

ex t r emes tiiere comes into play a des i re to de f ine the work in some all-

embrac ing way, sculp tura l or |)ictorial as the case may be. Moreover, the 

obvious diversity of mater ials and methods that these artists use to incorpo-

ra te drawing into the deve lopmen t of such spa t i a l or i l lusionis t s h a p e s 

provides an angle of inter])retation for us. We discover that the means of 

drawing no longer a])pear inevital)ly and solely determined by the fact of a 

gra])hic mark on ])aper. W hat const i tutes drawing in the work, what allows 

us to identify it as drawing, is also contril)uted by tiie actual material of the 

] i iece . As scu l ] ) t u re . t h e m a t e r i a l may be a l t e r e d , a s s e m b l e d or con -

structed; as paint ing, it may be applied flat or in relief; as an installation, 

it may be a com|)osi te of different t echn iques and approaches . The very 

notion of drawing becomes that of working on the material and is def ined 

through the e lements of the medium. It is princi])ally this way of insert ing 

drawing into the scid| i tural domain that interests us here. 

l o begin witii, Richard Long does not draw. Nonetheless the motifs 

of c i rc le , l ine and spi ra l that are commonly assoc ia ted with the idea of 

drawing occur plainly and re])eatedly throughout his entire body of work. 

Both his wall drawings and his floor scul]itures continually reproduce these 

p a r t i c u l a r c o n f i g u r a t i o n s , imp l i c i t l y r e c a l l i n g h i s i n t e rven t ions in the 

selected landsca])es (the photographs, maps and texts serve as addi t ional , 

more explicit referents). Long nevertheless re jects a formalist just if icat ion 

for the p e r s i s t e n c e of l inea r e l e m e n t s cha rac te r i s t i c of h is work, and it 

seems qui te obvious that any at tempt to def ine his work reductively would 

dra in his art of its real s ign i f icance . What he gives us , in the gallery or 

m u s e u m s p a c e , by r e p e a t i n g the s a m e formal vocabu la ry r e d u c e d to 

abstract sim])licity, is more an artistic activity which focuses on the gesture 

inherent in the work and on the nature of the material . The most elementary-

form of plastic ex|)ression, the l ine, which also becomes the circle or spiral , 

is a kind of equivalent , within the art p iece which is actually exhibi ted, of 

the trajectory which Long traces for himself as he passes through a natural 

site, or, at least, the line is invested with all these connotat ions. 

The line's p resence through tlie work takes on mean ing because it 

refers back to the artist's action, his direct intervention in space and time. 

"It is the act of walking itself that creates my a r t , " ' says Long, while the 

visual appea rance of the work, here wall drawings and a floor sculpture , is 

mainly a result of the par t icular characteris t ics of the process his work is 

based on and the impor tance he at t r ibutes to the mark left by the natural 

e l e m e n t s . H i s f r a m e d drawings (this t ime p r o d u c e d by his m u d d y foot-

prints) involving his body and his movements become "flat sculp tures on 



the wall."^ Moreover, the two-dimensional rear rangement here of Niagara 

sandstone laid out in the perfect form of a circle appears as a relief drawing 

on the ground — at least we may be just if ied in reading it this way. 

Al though Richard Long's work is one of "memory ,"^ a memory of 

nature , of physical gesture, it is equally concerned with conceptual izat ion 

and the format ion of i deas . H i s s c u l p t u r e s a re f ac tua l , a s s e m b l a g e s of 

stones extracted from the sites he chooses, just as his drawings are projec-

tions or marks made with some muddy material (between stone and water); 

his drawings, like his sculptures , are conceptua l , made up of formal signs 

dis tr ibuted within a de terminated pat tern of forms. 

The characterist ics of drawing constantly and visibly recur in Richard 

Deacon's sculpture. Conceived as a s tructure that is a l l -encompass ing and 

in which the l i n e a r e l e m e n t , in pa r t i cu l a r , e x p r e s s e s both ges ture and 

thought , the drawing adds a d imens ion and in a way def ines the process 

intrinsic to the development of Deacon's sculptural shapes . 

We might desc r ibe Deacon's th ree-d imens iona l work as drawing in 

space , al though the reductive premise of such a statement lacks resonance , 

given the complexity and range of meaning of his work. Perhaps we should 

quest ion our crit ical d is tance when we indulge in such simplif icat ion, and 

be suspic ious of adopt ing this single formalist point of view. However, these 

p i eces tend towards abs t rac t ion and invite us to cons ide r what it is that 

specif ical ly character izes them: the repetitive strength of the l ine, s inuous 

a n d f r e e , t r a c e s a p rof i l e wi th in the s p a c e , d e f i n i n g , i so l a t i ng a n d 

emphasiz ing a s tmcture in the empt iness . 

To talk about drawing or abstract ion in relation to Deacon's sculpture 

is not to deny the hint of latent figuration by which the formal features of his 

work reveal external references. The metaphors with which his p ieces are 

most f requent ly associated (biomorphic e lements suggesting the percept ion 

or r ep re sen t a t i on of real i ty) , as well as the way they are m a d e which is 

clearly exposed by the ev idence of the t reatment t echn iques , are also an 

integral part of the conceptual izat ion of these sculptural drawings. 

R i cha rd D e a c o n ha s a pa ra l l e l p roduc t ion of drawings on pape r , 

which serve ei ther as documenta t ion or as autonomous works. In ei ther case 

they relate to the concerns we find in his sculpture and confirm the impor-

t a n c e of h i s r e f l e c t i o n on t h e fo rma l e l e m e n t g e n e r a t e d by the l i n e a r 

s tructure and also echoed metaphorical ly in the curvi l inear shapes made by 

the strips of wood or sheets of steel. 

Tony Cragg's scu lp tu ra l work has many aff in i t ies with drawing. To 

begin with, his wall sculptures — literally spreads of various waste objec ts 

organized with a prede termined outl ine — might be descr ibed as t racings, 

k inds of drawings sapped of their expressivity. The defini t ion and precision 

of the contours which, paradoxically, are meant to emphas ize the internal 

f r a g m e n t a t i o n of the e l e m e n t s , a re ac tua l ly the resu l t of p r e c o n c e i v e d 

formal decis ions about the representat ion, about the meaning of the work as 

well as the figurative quali ty of the mater ials . Out l ined in two-dimensional 



space and resembling a projection of f ragments against the snrface, these 

part ic les of the everyday create a fictitious image and screen out anv reality 

that might be ident i f ied in the f ict ion. The constant exaggerat ion of the 

p ropor t ions , the s tyl izat ion and the r e l en t l e s s repe t i t ion of s h a p e s a lso 

divert our attention from the identity of the objects . Although these works 

are essential ly sculptures , because they amount to assemblages of shapes 

in space , they are also drawings. By investing the space of the wall, they 

suggest a different re la t ionsh ip with the sculp tura l componen t s and ulti-

mately lend them an archetypal character. 

Cragg's floor works, when they also consis t of e l emen t s scat tered 

within an ou t l ine on a su r face , l ike in the one exh ib i t ed here , are con-

s t r u c t e d a c c o r d i n g to a logica l o rde r which u s e s e i t h e r the size of the 

objec ts , their colour or the material they are made of as a reference. The 

geometr ic l ine which is somet imes dominant — the spiral , for example — 

refers us directly back to the systematic arrangement of the components and 

to the p i c t o r i a l q u a l i t y which e m e r g e s f rom wi th in the s t r u c t u r e . T h e 

s c u l p t u r e b e c o m e s a s u r f a c e where the p r e s e n c e of t h r e e - d i m e n s i o n a l 

e lements serves to conceal the formal associat ions that can be read there. 

Th i s formal uni ty is even more expl ic i t in Cragg's work when an 

ext reme cal l igraphy breaks down the scu lp ture — which is const ructed of 

juxtaposed volumes — into as many drawn surfaces. The shapes , this t ime 

literally si tuated in the sculptural space , are returned to the drawing space . 

The sculpture strives to be identif ied in relation to an overall configuration 

(which the t i t le po in t s to), whi le the drawing, b e c a u s e of its condense d 

abstract content and tension, contradicts the references , even those that are 

implicit . 

hen Alison Wilding draws it is from a s]iontaneous desire to scrib-

ble and , for a moment , she seems to escape the restraint that character izes 

her use of the expressive gesture. For in her sculpture , which she produces 

by working directly with the mater ials and without recourse to ])reliminary 

sketches , the outl ine precisely descr ibes shapes which are literally cut into 

t h e m a t e r i a l . T h e s p a c e of t h e work — its p h y s i c a l a n d psycho log ica l 

boundar ies — is that of the configurat ions which the mater ials form on the 

ground, the wall, or in space . 

The dichotomies in play in her shapes are as much a result of the 

mater ials she chooses and their textural qual i t ies (granite is contrasted with 

steel , copper confronts bronze, pigment is appl ied to wood, etc.) as of the 

s t ructures themselves, which are often binary. These related factors, which 

Wilding focuses on in the gradual development of her p ieces , are governed 

by her ideas about the l anguage of scu lp tu re : "Slow ideas are genera ted 

through carving stone or wood. That in itself is never enough. It is the quick 

part — which is a response to the slow — more spontaneous , somet imes like 

drawing, which te l ls you how to see it, which changes the na ture of the 

s c u l p t u r e in to more t h a n j u s t a c a r v i n g . " " ' T h e re f lec t ive a t t i t u d e s h e 

associa tes with the process of modell ing is complemented by a pragmatics 



that has certain affinities with (hawing and consists of creat ing a sculptnral 

" s p a c e , " of de f in ing its territory. The pe r s i s t ence in Wi ld ings work of a 

preoccupation with volumes that surrountl , enclose or separa te interior and 

exterior space is linked to the elaboration of metaphorical meanings which 

are sugges ted within and endow her work with an aura and an ineffable 

p resence . To sum up in Wi ld ings words, . . whilst firmly placed in our 

world the s c u l p t u r e s h o u l d t ake us out of it , o f fe r ing a g l i m p s e of an 

alternative order. . 

For Edward Allington drawing fumlamenta l ly provides a "conceptua l 

model" ' - witiiin the pract ice of art. In itself merely a device that amounts 

to "a render ing of three-dimensional objects on a two-dimensional p lane, 

drawing is for him a strategy which involves a practice and disci |) l ine and 

which sets u|) re lat ionships between various ideas and quest ions about art. 

In th i s way, Al l ing ton r eca l l s in h i s d rawings the e l e m e n t s of a 

borrowed vocabulary which is drawn from the genera l repertory of styles 

(rococo ornamental motifs, for instance). Througii their organization in an 

exaggerated pers|)ective space , he constructs scenarios of virtual reconsti tu-

tions or of rea])pro|)nations. These condit ions, themselves illusorv, force us 

to re-evaluate the iconograi)hies of art iiistory and hence their current mean-

ings. 

In the contem[)orary context of "a world full of repeti t ions of tilings, 

a world of endless reproducibility,""^ the quest ion of authent ici ty is posed 

with p a r t i c u l a r a c u t e n e s s for A l l i n g t o n , as much in t e rms of everyday 

objects swallowed u]) in the cycle of consumption — fossils of the present — 

as in relation to those " t races" of the past which have been shaped by the 

nosta lgia of an ideal and f inal ly dis tor ted by the s u b s e q u e n t layering of 

many interpi-etations. 

The display of f ragments and their shadows on the sheet of paper , 

impr in ted with a war[)ed l inear system or e lse writ ings in an old ledger, 

becomes the premise of their reconstruct ion in sculptural form. What the 

disjointed e lements seen in the drawing serve to illustrate is basically the 

idea of the sculpture as it a])pears to Allington in the course of drawing. The 

sculpture follows from the drawing, from ideas worked out in the drawing; 

in this sense , it is the drawing which comple tes the sculpture , whereas the 

scul])ture is not fully embodied in the drawing. 

inserted in a sculptural or architectural object — as it is here — the 

drawing completes the ideas under lying the artif ice of their | )resentation in 

the ideological and cul tural context of the nmseum or gallery. 

David Tremlett produces very large wall drawings as well as drawings 

on paper , but he still cal ls himself a sculptor. "I am a sculptor, I utilize my 

hands to do my work, in which there is no i l lusion, no colour. I model the 

[)astel which is like clay, and the resul t is Hat and it doesn ' t r e semble a 

sculpture . Hut what is a sculp ture? — that's the quest ion my work poses. '"" ' 

Then we should also add: what is a drawing? When all is said and done , 

Tremlett 's sculptural prac'tice fits into forms traditionally def ined as drawing 



(two-dimensional surface, l inear out l ines of the volumes, schematic organi-

zation). Without a t tempting to put into words the nature of drawing, or the 

essence of sculpture , it is nevertheless important to reiterate the quest ions 

which Tremlett's work provokes and which seem to be posed by contempo-

rary activity in sculpture and drawing, in the expansion and transformation 

of art pract ices and the redefinit ion of the various media . 

Tremlett calls his drawings "sculptures""^ because he models them 

with his h a n d s , in the physica l subs t ance of the pastel which is appl ied 

directly to the wall (or sheet of paper) , because he works "with space , not 

only ins ide the s p a c e " ' ' that suppor ts his p ieces , and because the forms 

that result from the treatment of the coloured p lanes are conceived sculptur-

ally and non- i l lus ionis t ica l ly (witness his use of a l imited range of non-

colours and natural tones). 

This drawn "scu lp tu re" is also, and primarily, a transposit ion of the 

real space that Tremlett works with dur ing his f requent visits to p laces like 

Africa, Australia, Alaska, Mexico, etc. From notes in his travel diar ies , he 

recons t ruc ts , in the form of schemat ic drawings, the geographic and cul-

tural reali t ies that have left their s tamp on his memory. The l ines, colours, 

and even the words b e c o m e vague reco l l ec t ions , in forms border ing on 

abstract ion. The anecdo te becomes di lu ted, overshadowed in the purif ied 

drawing on the surface. The drawn space def ines the architectural which, in 

turn, is a receptacle for the idea of three-dimensional forms. 

For Bill Woodrow, drawing within sculpture is a mat ter of cutt ing into 

the ma te r i a l and t r ans fo rming it. Woodrow a p p r o p r i a t e s the su r f aces of 

objects from our consumer cul ture and literally extracts shapes from them 

which he a s s e m b l e s or r e c o n s t r u c t s a s d i s t i nc t e l e m e n t s that u n l e a s h 

references and new imagery. 

First creat ing an empty space on the p lane surface of the objects he 

chooses to a l te r , Woodrow then f u r t h e r e m p h a s i z e s in var ious ways the 

contours of these tears in the material as if to stress their incongruity. His 

drawings, which violate the object and its mass-produced look and identity, 

also disrupt its funct ion. Even before it regains meaning as a new object , 

drawn surface — actual ly an a b s e n c e — modif ies these industr ial artifacts 

that are t rademarks of our society. 

The gesture of the drawing, the lacerat ion and cut t ing away of the 

mater ial , carr ies an expressive content which is highlighted by the sugges-

tive form from which there will emerge another product , this t ime fabr icated 

by the artist's imaginat ion. The tension between the unshakab le materiali ty 

of the s t andard ized ob jec t and the almost whimsical sketch m a d e by the 

shape which s l ices through it s imultaneously evokes and denies the possi-

bility of recreat ing dreams in contemporary cul ture. 

Antony Gormley's drawing and sculpture are carr ied out as paral lel 

ac t iv i t i e s , i n d e p e n d e n t but complemen ta ry : drawing "f ixes the world. A 

drawing is a diagram."'® Sculpture as a "visual means ( . . . ) refers to things 

that cannot be s een . " ' ^ Although he emphas izes the dist inct ion, Gormley 



m a n a g e s to c o m b i n e these d i f f e rences in a vision which t r anscends the 

descriptive l imitations of the two media . The omnipresent human figure is 

t ransformed by his sculpture into an immutable form, in steel (usually), "an 

expressive whole"^*^ which his drawing renders as a merged mass without 

gravitational space . This sculp tured , drawn figure represents both interior 

and exterior space , the imaginary and the real. 

in sculpture , the figure is presented as it relates to archi tecture, with 

the locat ion of the l ines which divide its shape act ing as a l ink with the 

e lements of the architecture. The appearance of this l inear e lement , which 

c u t s a c r o s s the v o l u m e s , s t r ic t ly a n d v is ib ly c o m e s to t e r m s wi th t h e 

horizontality or verticality of the space . The sculpture radiates , so to speak , 

out into space , contains it and is contained by it. The objectively def ined 

l i ne s on t h e s e s t ee l b o d i e s a n c h o r the image in p l a c e a n d p rov ide its 

s tabil i tv, a c c e n t u a t i n g the d i rec t in te rac t ion be tween the scu lp tu re and 

what is outs ide its boundar ies . 

In drawing, the figure ruptures this ba lance , becoming a vehicle for 

in ternal space , for onese l f , but also for external space , for the other. "A 

drawing is a lens which can be looked through both ways: out into space and 

back into the mind."^^ if " s c u l p t u r e a l r eady exists"^^ insofar as it is a 

t ransformation of reality by the imaginat ion, drawing, on the other hand , 

renders real "what could never exist" or, at least, something that only exists 

in the imagination. For Gormley, you can draw "equivalents to things which 

you can never make, which have to do with feelings and the way that things 

internal react . 

An i sh Kapoor is not pr ior ly in te res ted in theore t i ca l d i s t inc t ions 

be tween s c u l p t u r e a n d d rawing . H i s t h r e e - d i m e n s i o n a l work i n c l u d e s 

scu lp tu res and drawings, and his drawings are somet imes two and some-

t imes three-dimensional . "All sculpture inc ludes drawing"^'^ the artist tells 

us, and yet, drawing does not character ize all his sculpture . 

" Imposs ib le to d e f i n e , d r a w i n g tends to reveal itself in terms of 

the specific relat ionship it e i ther does or does not mainta in with the work. 

Drawing is "of the m i n d " and scu lp tu re , "of the body,"^^ not ions which 

re f l ec t t h e way Kapoor s e e s t h e d i f f e r e n c e b e t w e e n h is d rawn a n d his 

sculptural work. 

Some of Kapoor's more formal sculptures therefore invite the viewer 

to exper ience the real space in which he moves, differentiates himself from 

the work and confronts its different e lements . These composi te sculp tures , 

on the f loor a n d / o r t h e wall , involve the body via the d y n a m i c s of the 

connect ions which are woven between one unit and the next and within each 

unit in the interaction between surface and colour. Other sculp tures , whose 

effect is p ic tor ia l , play more with the sugges ted two-dimensional space . 

These p ieces , which are equal ly complex s tructures of juxtaposed e lements 

or a s so le e l e m e n t s , give us an i l l u s ion of s p a c e by m a k i n g u s e of an 

undef ined , unif ied colour field in which shapes become difficult to dist in-

guish. The sculp tures resemble paint ings insofar as their surfaces , present 



in the materiality of the saturated colour, escape us because of the immate-

riality of the shapes. They also act as drawings because, by breaking up the 

effect of volumes in space, they encourage the play of illusions and evoke 

the autonomous, tv^^o-dimensional, illusionist space of painting. 

Kapoor's relief drawings, in which gouache and pigment emanate 

directly from the wall or the sheet of paper, resemble sculptural practice 

where form intrudes on the plane in a similar way and partakes of the real 

space or the creation of a spatial illusion. 

Combining the sculptural and the drawn, the pieces chosen for this 

exhibition invite a crit ical examination of the way the artistic media are 

interrelated in the context of a contemporary art which has been enriched 

by the premises of formalist theory and language and nonetheless moving 

away from an emphasis on the self-referentiality of the art work. Sculpture 

or drawing, drawing and sculpture, these works deal with content, concep-

tualization, as well as materiality and the significance of its transformation. 

The genres and art practices in this exhibition defy the hierarchy of models 

and compel recognition by creat ing signs and providing their meanings. 

The titles which are given here are mostly remarkably eloquent and point, 

in their own way, to what we are invited to consider in the work, whether it 

be a drawing or a scu lp ture : Feast for the Eye, Dying Slave, Blue Skies, 

Building with Missing Columns/To Be Seen from the Inside, Parrot Fash ion, 

Home and the World, At the Hub of Things... 

Sandra Grant Marchand 

NOTES 

1. Edward Allington and Bill Woodrow in the travelling exhibition Space Invaders 

organized by The Mackenzie Art Gallery, University of Regina and shown at the 

Musée d'art contemporain de Montréal from May 29 to August 31, 1986. Tony 

Cragg and Bill Woodrow in Les vingt ans du Musée à travers sa collection, Musée 

d'art contemporain de Montréal, January 27 to August 21, 1985. 

2. Only Richard Long is considered a member of the generation immediately 

preceding that of the other artists in this exhibition. 

3. The first important gathering of work hy Britisli sculptors of tliis generation was 

for the Objects & Sculpture exhibition which was held jointly in 1981, at the 

Institute of Contemporary Arts in London and the Arnolfini Gallery in Bristol. 

A number of exhibitions abroad subsequently reunited the work of tliese British 

sculptors: the Venice Biennial, 1982; Documenta 7 at Kassel, \982 ; Leçons de 

choses at Berne Kunsthalle, 1982; British Sculpture Now at the Lucerne Kunst-

museuni, 1982; Transformations-New Sculpture From Britain. 17th Sao Paulo 

Biennial, 1983... 

4. On this subject see Michael Newman's article "New Sculpture in Britain" in Art 

in America, September 1982, pp. 177-178. 



5. For example, see Michael Newman's article "New Sculpture in Britain" '\nArt in 

America, pp. 104-114, 177-178; John Roberts' article "Urban Renewal — New 

British Sculpture" in Parachute, March/April/May 1983, pp. 12-17; also the 

chapter called "Between Image and Object: The New British Sculpture" by 

Lynne Cooke, from the catalogue A Quiet Revolution, British Sculpture Since 

1965, an exhibition organized by the Museum of Contemporary Art, Chicago 

and the San Francisco Museum of Modern Art, published by Thames and 

Hudson, 1987. 

6. For a study of ideas about drawing since Cézanne, see the chapter called "Une 

perspective du dessin, aujourd'hui" by Bernice Rose, in Le dessin, Skira, 1979. 

7. From the Claude Gintz' interview with Richard Long "Richard Long, la vision, 

le paysage, le temps,"/Irt Press, June 1986, pp. 4-8. 

8. Idem. 

9. Rudi H. Fuchs, "Memories of Passing: A Note on Richard Long," in Studio 

International, April 1974, pp. 172-173. 

10. Quoted by Jeremy Lewison in "Alison Wilding," The British Show, The Art 

Gallery of New South Wales, The British Council, 1985, p. 118. 

11. From the catalogue Entre el Objeto y la Imogen, Madrid, 1986, p. 236, quoted 

by Lynne Cooke in "Alison Wilding: Sailing On," in Artscrihe International, 

April/May 1986, pp. 46-47. 

12. An expression used by Allington during a conversation on March 8, 1988. 

13. Idem. 

14. From an interview by Shin-ichi Nakazawa with Edward Allington, on 

January 12, 1988, in the exhibition catalogue Edward Allington, edited and 

published by FACE Gallery, Tokyo, 1988. 

15. Quoted by Liliana Albertazzi in the article "David Tremlett : Old Falling Arch — 

Creel Mexico, 1986-1987" in Galeries Magazine, April/May 1987, pp. 62-65. 

16. From a conversation with the artist on March 11, 1988. 

17. Idem. 

18. Quoted in Antony Gormley, edited by Salvatore Ala, Milan/New York, 1985, p. 7. 

19. Quoted in Antony Gormley, Stadtische Galerie Regensburg and the Frankfurter 

Kunstverein, 1985, p. 50. 

20. Idem, p. 54. 

21. Quoted in Antony Gormley, edited by Salvatore Ala, Milan/New York, 1985, p. 7. 

22. Quoted in the catalogue Documenta 8, Kassel, 1987, Book 3. 

23. From the interview by Mina Roustayi with Antony Gormley, "An Interview with 

Antony Gormley," i n M a g a z i n e , September 1987, pp. 21-25. 

24. From a conversation with the artist on March 14, 1988. 

25. Idem. 

26. Ibidem. 
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