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THE VICTORY

When a rather large section of our very old apple tree had to be cut off, | kept it and
carved it into the shape of an abstract form in the mode of the Winged Victory of
Samothrace in the Louvre. | was not quite sure how it should be mounted and then
thought about the relationship of the Victor to the Vanquished in modern times. In fact
in our days, there were no more pure Victors. All are engaged in the reparations. If
controversy is the best principle on which to sell newspapers and television
programmes, then contradiction is what is best in sculpture. Accordingly | decided to
symbolise the Vanquished as an empty prison cage below the rather flamboyant and
colourful figure of the Victor. The problem then became one of how to symbolise the
strife and the war and the conflict between the two of them. | selected some large
white marble stones with the idea that the mountings for the wooden form and the
cage would be inch-thick metal bars which would pass through the two blocks of stone
and form the base of the sculpture from the floor upwards. The rods would twist round
each other at an angle, pass through the stone and then attach and be welded to the
bottom of the cage whereas from the top of the cage, similar bars would go through the
stone there at angles to each other to hold what would eventually be a bronze of the

wood form of the Victor.

This was all very well in theory. In practice, | was making the sculpture at an

architectural engineering firm which gave me permission to do the work there, although

they were closing the whole factory down within two or three days. | therefore had to

work alone and under great pressure to complete it. | now found | was in the middle,
not so much of a sculptural problem, although the balances of the forms would be

essentially sculptural, but rather it was an engineering problem, that of measuring the




HOW STRANGE THE FATES

This sculpture is not only strange to me, but must be one of the strangest sculptures

ever made. Even its origin was strange.

In 1995 after sending a fax to somebody, | cut out a small rectangle of the details of the
ending of the fax and pasted it onto the letter appropriately. Quite by chance | used a
kind of glue | would never have used for this purpose. The glue, known as UHU glue,
is something which comes out of a tube, is very thick and linear in quality. With the
tube, | fearlessly and somewhat rhythmically, ancinted the back of the paper and firmly
stuck the piece down. This paper has a rather curious chemical quality and in this
instance the reaction of the UHU glue with the paper produced markings which came
through to the other side. What | saw when this was done was the design for a
sculpture. A sculpture which became How Strange The Fates. The idea for this struck
me almost as soon as | saw the design made by the glue on the fax paper. On the left-
hand side is a small figure of a man, or a person, facing a rather strange and
threatening object held out towards the person, and emanating from a rather organic
form at the other end of the design, something like the tentacle of an octopus. Two
other curved shapes emanated from this organic form at the same time and linked the

figure of the person below in addition.

| immediately set to work to make this sculpture with a metal armature and out of wax.
The Fates were represented by two curving shapes, one of which spirals upwards and
the other takes a curve down. The menacing head facing the figure is symbolic of
Time, saying in effect that whatever is to happen will happen now, or at its appointed

time, and there is nothing you can do about it.
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THE HOLOCAUST TRIPTYCH

If Christ as a Jew had been physically present in Europe during the Holocaust, He

would probably have perished in some Nazi atrocity.

One of the significant lessons to be learned from the Holocaust is the immense
threat posed to Christianity and the Christian Church by anti-Semitism and all forms

of racial and religious persecution

In an unstable world, the close bonds between Judaic and Christian moral and

religious teachings require strengthening in order to preserve civilised principles and

to combat the rising tide of anti-Semitic and other intolerance's.

These sculptures will be set up permanently in a The Holy Cross Church, Kreuzberg,

Berlin as a memorial to the Holocaust

The most destructive episode in human history should not be forgotten but, in a
creative spirit of reconciliation, should be seen as a precursive to the togetherness of

Jews and Christians, with all peoples as equals.







STORIES OF SCULPTURE ISMOND ROSEN

Introduction

'Every picture tells a story’ I1s usually associated with paintings or photos. Here, the
sequel is reversed, with stories of how sculptures came into being, their meaning,
relevance, and the amusing or at times amazing circumstances of their making.
Sculpture is unigue for many reasons. It has great durability and the facility to portray
condensed three-dimensional images directly from the unconscious mind

For the artist, the sculptures are the record, in this instance, over a life-time, of
aesthetic and spiritual growth. Each work embodies a series of decisions that not
only set the problems to be faced, but also illustrates the success or otherwise of
their resolution. These stories of sculpture tell the history and meaning of specific
works. The stories explain how sculpture evolves through the interaction of inner
fantasies with external chance occurrences - which is a basic mechanism of artistic
creativity

Historical

As a toddler, in Johannesburg, South Africa, | was an enthusiastic maker of mud-
pies. This was an era when playing in a suburban garden with real earth and water
peacefully on one's own, was a legitimate creative activity. This was before it was
rendered sterile by hygienic sand-trays, or socialized into a group-activity. One could
be totally absorbed in an activity personally discovered and pursued. The outcome
was an avid interest in all earthy derivations, growing things, planting, then, as a
three-year-old, furiously making things at nursery school

My interest in sculpture was aroused a few years later by a young African boy who
worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled small clay Afrikander cattle, with their characteristic large wide horns and
the hump on their backs. The oxen completely fascinated me, and so did his
creativity, where he effortlessly produced these meaningful creatures from an
invisible inner heritage.

At the age of eight, the family moved into the city, and | changed schools. | must
have felt the need that many children have at that age for a talisman, for some sort
of fetish object to keep in one's pocket, as comforter, protector and friend. VWhy |
fashioned a small skull out of wood for this purpose, | cannot recollect. The
immediate association with a skull, is the idea of death, but this was not a
preoccupation of mine, either then or subsequently. Much later in life | learned that
the skull is a disguised unconscious symbol of life. To me as a boy, it indicated a free
spirit of pirate adventure, and a warning to others to beware, The trusty little skull
could be held tightly when one had to walk alone to the school playing-field. We had
to pass through the narrow high-walled passage that ran between two sections of
the city prison; where sometimes human voices resounded in an unintelligible
cacophony, that would end as suddenly as it began




2.
The flowering of puberty intensified the feelings of closeness to nature and the urge
to make things. My early teens began at a boarding school in Pretoria that was
proud of its splendid sporting and academic tradition, and its fine buildings designed
like an Oxford college. Although Walter Battiss, a leading painter, was the art master,
| only enjoyed the his support indirectly, as | enrolled in the Latin class. | became
used to producing art on my own, eschewing the formal art education that was
present but somehow unavailable.

The school lay in sixty acres of gardens, forest and rocky hillside. Wandering in the
woods, | was attracted to the gnarled bark of the old pine trees. | could split off
sections of bark and cut away the rough exterior to reveal the fine-grained, honey-
coloured, soft wood beneath, which was firm enough for carving. Following in the
tradition of my earliest impressions of sculpture, | carved the shapes of animals
Finally | made a model in wood of a public monument consisting of a square central
pillar with animal heads set around it.. These heads, fashioned out of bark,
alternated on all sides, and were of creatures such as deer and lions..

Because of the apparent impossibility of ever realising my monument in reality
together with the imagined inadequacy of my materials, | decided to give up working
in bark in favour of carving directly in wood. The decision was momentous

With a small length of timber and a curved chisel costing a shilling, | set about

carving my first real sculpture, a reclining lion. The tail fitted separately on the one
side, as | had carved the figure the full two inch width of the block. My lion may not
have been chosen to grace the portals of an ancient citadel, but it had an agreeable
archaic presence. | loved it as a descendant of the lions in my fantasy who were my
friends and who protected me from the invisible predators inhabiting my childhood
fears of the dark,

This brief history takes account of my childhood and early adolescence, before |
began to make sculpture properly. At the age of fifteen, another inner urge became
manifest which was to influence my later life and complicate my relationship with
sculpture was in my last year of high school and was a prefect in our boarding-house
of fifty boys. It was plain to me that several of the younger boys could profit from
talking to them about their daily or personal problems. | would invite them from the
common prep-room into my study for 'chats’, which were mutually rewarding. Thus
began my interest and subsequent professional career as psychiatrist and psycho-
analyst. How these two major interests, sculpture and psychotherapy, functioned in
my life will be clear in the stories. Suffice it to say that on the urgings of others, |
faced myself for years with the problem of which to pursue. Eventually it became
clear that | had to do both and that each had a practical and spiritually beneficial
effect on the other.




The next year | enrolled to study medicine, being unsure of my true metier. |
considered engineering seriously and basically wanted to read psychology, anatomy
and physiology, for which subjects no integrated course was available. A training in
the arts was considered too superficial with a war on and would only lead to
starvation in a Parisian garret

Anatomical dissection in zoology and then on the human body satisfied the urge to
reveal forms that were perfect and in my experience, unigue.

It was in the fourth year of study, in 1944, when clinical work commenced, that
sculpture and psychotherapy both emerged fully fledged. My family were living and
working in a large hotel owned by my parents and | was asked by one of the barmen
to help his wife who had a stillborn child and was deeply depressed. Without any
training in such a delicate situation, | was able to sort out her feelings so that she
made a rather rapid and dramatic recovery. | realized | had some qift for and wish to
pursue this kind of work, which | confided to the barman. However, | thought this was
futile as no such occupation existed officially. My interests in art and surgery, which |
had been practising in casualty since my first year, pointed in the direction of plastic
surgery. My interest in surgery led me to read about the lives of its great historical
figures, of whom none was more illustrious or romantic than John Hunter. Based on
a tiny photograph in Garrison's History of Medicine. | determined to make my first
portrait sculpture.




JOHN HUNTER 1738 - 1783
Surgeon, anatomist, and founder of surgical pathology

The problem in making the bust of John Hunter was to achieve accurate proportions
and his facial likeness from a small photograph. In particular | wanted to bring out
his determination and strength of character

John Hunter was born near Glasgow and came to London aged twenty, the same
age as | was doing his portrait. He came to join his brother William, who was already
well established medically, and enrclled to study surgery. For the next eleven years
he studied anatomy and physiclogy, then spent three years as surgeon in the Seven
Years War. A few years |later he was appointed surgeon at his old teaching hospital
St George's. He never forsook his love of learning and research, for the
lucrativeness of consultant practice. His prodigious labours in the creation of his
surgical museum resulted in a collection of 13,000 specimens. This work is
enshrined in the Hunterian Museum at The Royal College of Surgeons of England.

On the 250th anniversary of his birth on the 14th February 1978, the numerous
areas of his researches were debated at a senes of scientific meetings, culminating
with a reception attended by Her Majesty Queen Elizabeth and Prince Philip. The
British Medical Journal expressed the modern surgeon's veneration for this great
man, 'whose labours provided the origins of the science of surgery based on
observation, experiments and the basic principles of biology'

There are many accounts of his life experiences. One was that he inoculated himself
with syphilis in order to study the processes of this cruel disease. This is now
discounted by madern authorilies. More accurate was his statement that his life lay
in the palm of anyone who dared cross him in professional argument. A fiery
proponent for the truth, he was a sufferer from angina, and he died during a weekly
board meeting at St George’s Hospital on 16th Oclober 1793. In 1859 his remains
were interred in Westminster Abbey. and a tablet was inscribed:

"His genius as a gifted interpreter of the Divine Power and wisdom at work in the
laws of arganic life.”

This 1244 bronze bust of John Hunter is now displayed in the collection of The Royal
Society of Medicine in London




WHITHER?. Woodcarving. 1944

The year 1944 marked the turning of the Second World War in the Allies favour.
Great efforts were being made te overcome the Nazi stranglehald an much of
Europe. This apparently diverted the Allies from defeating an aim that was being
fiendishly pursued with utter ruthlessness by the Mazi hierarchy. This was the Final
Solution which meant the total destruction of the Jewish race. Jews had been
systematically persecuted since 1933 when Hitler came to power. Evidence had
filtered through to the West of Nazi atrocities in the concentration camps and deals
were apparently offered by the MNazis to save Jews in exchange for war materigl,
Naone of this brought any relief to the millions of Jews threatened with genocide,
though individual acts of heroism to save Jews were performed by many righteous
gentiles

The sculpture 'Whither?' depicts this tragic situation. An elderly man, dressed in
Jewish traditional style with yarmulke and long jacket, sits pondering his fate. The
world he represents is being torn apart, and he himself is doomed to disappear
Meanwhile, the world is silent.

The sculpture is carved directly in an African hardwood called mavula, and was
completed in 1945, The composition of the figure is set within the wood in such a

way that the grain follows the lines of the form. This link between form and medium
became an aim to strive for in all subsequent woodcarvings. Here, it enhances the
warmth and integrity of the old man, but adds to his sense of isolation and despair.

The seriousness of this subject was consistent with what was happening in the
world, and also reflected the engrossing nature of medical studies in the wards. Not
that one didn't have fun as a medical student, one certainly did, and in wonderful
company with fellow students and the nursing and other professions. But there were
opportunities to learn about the vicissitudes as well as the pleasures of mankind. VWe
were encouraged to attend the casualty departments especiallly in the evenings,
through which patients were admitted to the wards and to follow their progress. In
the dead of night. or rather, in the early morning, it was fascinating to talk to the
tramps who would come in for warmth in the winter. They would unfold a whole life
history, quite unimaginable from their appearance and status. Somehow the idea of
portraying the human condition in sculpture was born there, akin to Balzac's
Comedie Humaine

The following fifth year, in addition to medicine and surgery, we had intensive
practice in obstetrics. The birth of a baby became in my opinion without parallel in
human experience. | began woodcarving depicting a baby in the foetal position. But it
was inconceivable that it could or should exist on its own. | therefore added a life-
size male and female head at each end, so that the forms merged into the unity of
the family.




SPIRIT OF MY YOUTH. Weoodcarving, 1847

Of the wonders in biclogy, the emergence of the butterfly from it chrysalis rates
highly. The transformation from medical student into fully-fledged doctor is equally
marvellous if less obvious, especially to the person concerned. The change in status,
the new opportunity to perform and grow on life's next stage is miraculous at the
moment of realization, if barely comprehensible. Particularly when the mutation from
youth into maturity is usually imperceptible and life experience of change is limited.
My only prior observation was from the side of youth, which at the event seemed
even gquite momentous

My school was sporis oriented, in a country where rugby was regarded as a higher
calling. Playing rugby for the school First team and earning one's colours was the
ultimate schoolboy life-experience, Little wonder then, returning to the school in
Pretoria, after a home visit at the beginning of the autumn term, with everyone
already in class, | went straight to the rugby notice board. There the teams were
listed for the first matches of the season. As captain of the Under Fifteens the year
before, | consulted the Second team list, where | expected a place almost as of right
To my dismay, my name was missing. | turmed disconsolately.to the Thirds, where it
was also absent. | had been dropped altogether. Almost as an afterthought, and for
the sake of completion, | looked at the First team, where to my incomparable delight,
| had been chosen to play as the cutside centre-threequarter. The match against a
rival local school was very important. it was to be a curtain-raiser to the Saturday
afternoon interprovincial Currie Cup, at the Loftus Versveld ground. The morning
before the match, the headmaster, who taught history with a subdued dramatic flair,
assembled the team in his study. He harangued the standing throng of boys with
images of how the Springboks struggled mightily and overcame the opposition at
Twickenham. To emphasise his point he described the weather on that occasion as
being identical to that morning,grey and inclement. He exhorted us to maintain such
sporting traditions and to play our best, if not beyond ourselves. Each boy seemed to
have swelled with silent determination VWe were transmuted from a group and fused
into a mass of purpose. He wished us luck and as we turned to leave the room, he
called out 'Rosen dor't you be scared', Why he felt the need for this final exhortation
| failed to understand. As everybody was in a high state of tension following his
efforts, his remark passed unnoticed except by me. | had a fine record of scoring
tries, which was not too difficult as | was the school sprint champion and athletics
Victor Ludorum. Scoring tries was often a matter of out-running the opposition. Being
scared made one run even faster. What did the headmaster mean when he said
'don't be scared'?
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By e afternoon on Saturday, the weather had cleared, the two rival schools were in
force in the stands, and as we ran on to the field from under them, the school rose
and gave the war cry. We were exhilarated. The opponents kicked-off, the ball was
caught by our fly-half who passed to the first centre, who passed the ball to me, and
| ran through and scored under the posts. We converted and they kicked-off again
with similar consequences, except that this time | drew the full-back and passed to
the wing who scored as before. Walking back to one's position on the field was an
exercise in modesty. We put up twenty-nil at half-time and thirty-nil by the end of the
match. The newspaper critics rated us better than the Pravincial match which
followed

We never again displayed the same team-spirit or the rugby skills, and | lost my fear
But then the headmaser never again inspired the team in his study. Some things
were unigue and unrepeatable. Such was the spirit of youth

Six years later In a spirit of youthful exhilaration | drove home from the results posted
at the Medical School to inform my parents that | had passed. | was twenty-two

Most of the way | honked my horn, as if to warn an unsuspecting world of the
presence of the newly licensed practitioner. The embraces were of relief as well as
of pleasure. Youth had delivered its promise of accomplishment and medical
qualification.

Happily | departed on holiday with five newly graduated friends driving round the
coast sampling the surfing and the golf courses. On a beach in the Cape | found a
tree-trunk washed up from the sea, which | persuaded the owner of the car to bring
back in the boot. At the end of the holiday, we took it in turn to drive all night the
thousand miles to Johannesburg, where we weare to take up our house-jobs the next
week

Spurred on by the acquisition of the wood, | spent my free time after dinner in the
evening carving a memento of the metamorhosis from callow medical student to
doctor. | called it 'Spirit of my Youth'.

The wood with its trunk erect and spread of roots below, was about three feet high
and two feet wide at the base. The immersion in the sea and erosion by other
objects had rounded off the roots and had given them an integrated structure. The
grain structure had also radically altered, losing its vertical character and consisting
instead of fine concentric markings, making identification of the species difficult. The
trunk had snapped off just above the point of a bifurcation, leaving two separate
forms at the summit. When carving directly, | always believed in working to the
maximum space of a block, never cutting it down to shape or size to fit some
preconceived notion. Apart from the protruding roots, the there were no other
distinguishing characteristics or forms. | was therefore forced for the first time to rely
on my own inner fantasies. The resulting images were symbolically representational




Probabaly under the influence of Rodin's ‘Thinker’, | carved a youthful face, chin on
fist, somewhat based on a self-porirait, immersed in thought about the world. In
particular, preoccupied with the significance and relationships with the accompanying
forms. In front was a nude female torso representing sexuality. At the reverse of the
head | carved a pair of hands, open, in an attitude of prayer and gratitude. By this
means, | acknowledged the many graces and gifts of youth, life had actively
bestowed, through the medium of parents, teachers, and friends. In contrast to the
receptivity of youth, at the base, | carved another single hand, actively exploring
outwardly, seeking personal experience of the world in an adult manner

This direct carving, was also made with the same criginal shilling chisel

Mot long after the carving, | mysteriously came into the possession of a small case
filled with the carving chisels of a master carver. How does one explain such
occurrences?. They remain unfathomable, except to say that if and when one is
properly prepared and ready for the next stage, life often supplies what is required
Perhaps | had proved my abilities and readiness for more mature works with 'Spirit of

My Youth'. Years later, in London, | made a bronze cast of the woodcarving




THE KISS

One of the graces unexpectedly bestowed in an almost classical fashion was
love, Apart from the technical skills required in the plastic arts, the capacily
for love is an equally important requisite. Love for another person, and love
for the medium and message of the work of art. Love of proportion,
relationships and the feel for aesthetic clarity. The relationship between the
artist and the work, mainly visual, partly tactile, consists of a subtle series of
what psychoanalysts call orojections and introjections. In my case, | spent
hours purely gazing at the work, infusing it with emotional interest, and in
return, the work would speak volumes. This was particularly so with Spirit of
my Youth, and repeatedly with later works. where the way forward had to be
intuited at each turn, without any preconceived plan. Any decision had to take
into account the effect on all of the rest of the sculpture, three-dimensionally
There is no possibility with this approach of taking off too much, or in the
popular mind, of removing the nose! With practice, the sculpture informs
whatever the next action should be, in a logical sequence determined by the
work itself, rather than being imposed by the artist. Exceptions exist to this
rule, where major changes to the whole work are undertaken. These will be
discussed later, but here too, the work itself is erying out for finer expression
of the aims.

Love walked in through the door one day in the shape of a beautiful voluntary
helper at the John Gray Community Health Centre of which | was the Medical
Director. The clinic was funded by the Uiniversity of the Witwtersrand, through
the monies collected by the Student Rag Committee. The Director was Mrs
Helen Joseph, who gained lasting fame later as an heroic fighter against
apartheid. We locked after a thousand families drawn from the poorest white
gommunity in Fordsburg, teaching them proper health care, treating their
ailments, trying to raise their social level, and endeavouring to keep their
daughters off the streets

A typical problem was that of the woman whe complained that something had
entered her ear as she slept. Would | please examine her and remaove it? A
bit sceptically | shone the auroscope in her ear to reveal a bundle of insect
legs. Gently | removed what turned out to be a cockroach. She diffidently
requested to be told what sort of insect it was. Did she really want to know?, |
replied, hoping to spare her any further embarrassment. She insisted. When |
revealed the nalure of the beast, she was terribly relieved. Thank goodness,
and thank you doctor, | was so afraid it was a bug!

| spent a year at this fine applied research and therapeutic institution in its
slum area. The slums were later cleared away to make room for
Johannesburg's burgeaning financial district
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L. was the daughter of one of the city's most successful chain-store owners.
Her family were very friendly disposed towards me, and her father

proudly showed me the cheque for a million pounds with which he concluded
a remarkable deal over a week-end in London. As a visitor, he was in Oxford
Circus, on Saturday morning, liked the look of one of the stores, valued it at a
million pounds. He went in, made the offer to the directors, who, taken by
surprize, agreed, hence the evidence of the cheque. When the directors met
again on the Monday, they realized they had made a terrible mistake. To buy
it back, it cost them an additional half-a-million pounds.

The millionaire’s daughter meeting the impecunious young doctor at the slum
clinic, added a spice of romanticism to our relationship, which then flowered.
We would spend hours in amorous embraces in her living room. Leaving late
one evening under the pressure of our mutual exchanges, a sculptural image
appeared fully-formed in my mind. | lost no time in translating it into plaster of
paris as ‘The Kiss'. Inthis sculpture, two abstract heads voluntarily
approximate above, in the potential act of kissing, while below they have
already fused into a unity, the acme of loving togethermness

The inflences on me at that time were manifold. | was struck by the classical
work of Michaelangelo and Rodin, and the modern abstractions of Hans Arp
and Henry Mocre. However derivative "The Kiss' may have appeared, |
considered the image to be original, as it bore an unconsciously integrated
authenticity. It has remained probably the most popular of my works, having
sold out in a resin edition when exhibited in Cork Street, London. Copies in
also exist in Carrara marble, owned internationally, including one in the
collection of The Royal Society of Medicine in London.

AUSTRALOPITHECUS PROMETHEUS

At the Medical Scheool in the late 1940's, exciling new discovernes were being
described by Prof Raymond Dart, working with the fossilized bones of early
hominids. Dart believed he had found the 'Missing Link'. Bony evidence of the
line of creatures which lay intermediate between the great apes and man. As
one of his former students, | was invited to work on the soft tissue
reconstruction and appearance of the creature he called ‘Australopithecus
Prometheus'. Australopithecus meant Southern Man. Dart found fassilized
ash in the braccia (lime-stone deposit) where the bones lay, and concluded
that the creatures had the propensity to make fire. Hence the name
Prometheus, the first maker of fire. (In 1974 | etched a design for a metal
sculpture of the mythical Frometheus.)
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A great rivalry existed between Dart and Robert Broom, each of whom had
internationally notewarthy finds in early anthropology to their credit. They
carried out their studies in secret from one another though they maintained a
very friendly exterior. Only two portions of the skull of A P. existed, a piece of
the maxilla, and a bit of the occiput. From the shapes and marks of the
muscle attachments, it was possible to say that the creature walked upright
For the rest of the shape of the skull. one had to work on a comparative
scale, between the great apes and other early fossil finds. Dart was away on
holiday, and | was working in the lab with the plaster replicas, trying to
determine the correct skull shape. | had selected as a base line, the horizonal
from the external auditory meatus {ear-hole) to the base of the nose, a
measurement | used in portrait sculpture. On this basis | could set the
comparative shape with some satisfaction. Engrossed in this task, | did not
notice someone standind watching. Dressed in his dark suit and bats-wing
collar, white hair, gold-rimmed glasses and thin intent features, Robert Broom
enguired what | was doing. He was merely passing by saying hello, but Prof
Dart was away. | was trapped. Honoured and aghast, | explained all my
theories of comparative anatomy to Dr Breom, whe complimented me and
examined the specimens with the utmost care and then departed. | wondered
what Dart would say on his return, that the research finds had been so simply
revealed to his rival. Dart was delighted that Broom, whom he held in the
greatest esteem, had taken the trouble to come over especially from Pretoria,
where he was the Director of the National Museum. That Broom had arrived
when Dart was away was surely more than coincidence.

Everyone who worked on the fossil remains became entranced by their
significance and especially by the beauty of the specimens themselves. They
had to be chiselied out with the greatest care from the surrounding material,
to reveal the chemical changes wrought by earth acids which produced
delicate hues in the grey matrix after thousands of years. This included top
surgeons as well as all the research workers. One was working on the
frontiers of knowledge concerning the human race.

Dart had an inimitable style of presentation of the life of these early creatures
In a large room where trestle tables were laden with fossil bones of primitive
animals, Dart would demonstrate how the end of an animal long bone had
been used to crush the skull of a small monkey, precisely matching the bone
end and the marks of depression on the crushed monkey skull

Then he would show how the half of a lower mandible of a pig had been used
as a saw to remove flesh from other mammalian bones which still bore the
impression of this activity. Dart concluded that Australopithecus Prometheus
not only could make fire, but that it was the first creature to use weapons and
thus manifest human aggression and viclence.
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These theories were written up by Dart in ‘Adventures with the Missing Link'
(Hamish Hamilten, London 1959.), from which the accompanying
photographs are gratefully acknowledged. His theories were later challenged,
the experts feeling that the marks on the bones could have been made by
maraudng animals

| decided to make two models of the appearance of Australopithecus
Prometheus, | say models advisedly, because this was science rather than
art, though more of the latter entered into the final product. The half-section
displayed in black the two fossilized portions of the skull that had been found,
alongside the appearance of the creature on the opposite side. VWhen it came
to modelling the full facial features, | worked in plasticine, so as not have rush
the work. | combined the primitive skull with the intelligent expressions of a
human creature, given the attributes indicated by Dart

Rivalry and envy and also destructiveness are apparently the order of the day
in the studies of early man, There were others who wanted to portray the
appearance of this celebrated fossil creature. My full face interpetation had
been photographed and appeared in Dart's book. The sculpture itself
disappeared from the department never to be found. The half-rendering
remained extant, and | was presented by Prof. Tobias my good friend, with a
copy, years later

The study of earliest human evolution now centres on findings at Olduvai
Gorge in Tanzania and Abyssinia. VWhat has not changed is the intense
emotional involvement in the subject by all concerned, sponsors and
scientists, and the keen rivalry between those engaged in making the finds

The impact of these anthropological studies was not confined to the
laboratory. At the height of my involvement with the creation of the soft tissue
representation of Australopithecus Prometheus, when one felt inspired by the
oppertunity and the task, | was invited to dinner with L.'s family. The talk
ranged almost entirely on what were the finest examples of commercial
products, such as watches, or clothes etc. | was raised in a commercial
environment which was entirely practical and never idealised. My medical
studies had in fact set me rather against commercial values. For much of the
dinner | sat silent, engrossed in my own thoughts about the anthropolgy
feeling it was incumbent upon me to contribute to the conversation, against
my better judgement, | launched into a passionate description of the work on
the fossils. | was heard out in a polite but stiff silence. ‘Can you make a living
and support a family from fossils?' asked her father. The question seemed
fair from the point of view of the prospects of a suitor. The moment of truth
opened a gap which | felt could never be filled, between my artistic and
professional aspirations and the commercial outlook of the family. Nothing
further was said. Australopithecus Prometheus may not have provided a
living, but it did save a life from commercial servitude. L. and | continued to
meet. but the chances of a fruitful consummation had disappeared.




THE TRIBUTE

My ambition at that time was to work on larger pieces. | had delivered to my
home a magnificent block of hardwood, ten foot long and already planed to
three foot square. The shape was rather unwieldy because of its length, so |
sawed it into two five-foot halves. Wood of this dimension would have taken
years to season. It had been recently cut., and like the stinkwood, would still
hawe cracked in the process. Carving it revealed a rich red surface which was
wet and stained my hands a deep rose colour - hence the name rosewood
given by the supplier,. Apparently rosewood does not grow in Africa, so it
either came from abroad, which was unlikely, or remains unidentified. The
rose colour was unbelievably beautiful. My idea was to carve away as much
of the heartwood as possible, to prevent any cracking. This factor therefore
determined the form and subject-matter of the sculpture, about which | had
no definite ideas whe | began. | was dedicated to direct carving, and attacked
the wood spiritedly with one of the massive chisels in the case | had inherited
Great chunks of wood flew in all directions covering the floor of my room
Getting into bed at night first meant removing all the slivers of wood |
collected on the way. The idea of two figures entwined about each other
emerged as the logical solution. | felt | had the knowledge and confidence to
carve any figure with perfect anatomical structure., Influenced by the post-
war preference for abstraction, | launched my two figures and especially their
mutual relationship, in the abstract, retaining some realistic details in the
female form. The latter realism seemed necessary, integrating abstract and
realistic forms. But | chafed inwardly at the thought that | had balked at
rendering a fully astract piece. | think the conflict was between the realization
of the idea and the rendering of the form. The result was successful as a
combination of idea and form, which it would not have been as a purely
abstract piece. he woman arches over the man, while the man is also inclined
towards her from below . their torsos curve about each other in unison. The
curve of the man's head approximates to the back of the female form without
guite touching. Viewers can position themselves so that this relationship can
be made acutely sensitive to the point of touching, in the same way that the
two curves of The Kiss can be visually approximated

From the illustration it is clear that the whole of the central core of wood had
been removed. No cracks have appeared, even with British central heating,
nearly half a century later. The spiral effect of the forms were mutually
influenced by the fact that the wonderful grain ran evenly all round, the block
having been cut from the whole of the central portion of the trunk. The broad
marks of the large chisel are in evidence at the rounded base, in contrast to
the smooth finish of the figures

The name The Tribute is in fact a condensation. Conceived in a mood of
adolescent idealism, | thought up “Tribute to woman sacrificing herself for the
sake of man's genius'. The appropriate music for this theme would be Louis
Armstrong singing ‘St James Infirmary’. Even in the days before feminism,
the idea and the title were totally pretentious, so | settled for ‘The Tribute'.
Make of it what you will




PSYCHIATRIC PORTRAITS

With hindsight, anyone would have predicted that once | had entered the profession
of medicine, | would end up as a psychiatrist. The anly one blind to this fact was me,
as | was bent on surgery. In addition to the psychotherapeutic stories recalled above,
Amusing evidence of psychiatric competence was revealed, when as students we
spent a few days talking to some of the two thousand mental patients in the closed
wards of Weskoppies Hospital situated in Pretoria.

The patients were segregated according to sex and colour. A colleague and mysle
enterad the day room of a male European ward, to find it empty except for a single
patient standing on his head on one of the leather couches. Mot wishing to disturb
him, we waited some time until he decided to come down. As he advanced towards
us in friendly fashion, | observed that he was probably Jewish, and for some
unknoiwn reason | felt prompted to ask him, ‘Are you the Messiah?'. "Who elzse?', he
replied without hesitation.

| found the patients fascinating, but felt repulsed by the unreal stillness and beauty of
the grounds and gardens, and the endless alienation from normal life of the chronic
patients in the back wards

Five years later, as part of my psychiatric training, | spent six months on the staff as
a registrar. Instead of commuting every day from Johannesburg with colleagues |
agreed to live in on the condition that | occupied one of the doctor's houses in the
grounds. These were only for married staff, but | had my way as there were staff
shortages, and the Superintendent had taken a shine to me. This was expressed by
my being supplied with a fridge, something, | was informed, that usually took six
months for permanent members of staff.

Initially | was put in charge of seven hundrad chronic patients. This sounded a lot but
entailed relatively light duties. Every morning one visited every ward and talked to or
was observed by every patient, so they could have free access to a doctor. In the
era before modern psychoactiv drugs, the only treatments were sedatives, electric
shock treatment, and insulin therapy. Chranic syphilitic disoders such as General
Paralysis of the Insane (GPI) were treated with malarial therapy. Many newly
admitted patients on the active treatment wards recovered with the treatments
available and were discharged. My patients, mostly chronic schizophrenics, were
already institutionalised, and my main duties were to examine them at yearly, five-
yearly or ten-yearly periods laid down by law. The written in many instances was a
repetition of the previous record, which was the abbreviation 1.5.Q), short for ‘In
status quo’, meaning unchanged. Fulfilling these statutory requirements left the
afternoon free. | knew that | would soon be given further more active duties, and |
was determined not to let the opportunity pass to make portraits of the patients.

| therefore began to look for likely sitters who would best exemplify the psychiatric
disorders | wanted to portray. The intention was to combine my psychiatric and
artistic awareness,




16.

MM 1, the main ward for native (black) male patients was an amazing building. The
single-storey ward and administrative offices were built as a square with an inner
verandah surrounding a recreation area the size and texture of a large hard-earth
football pitch. During the day, this space was occupied by seemingly hundreds of
patients and their native nursing attendants, within which, groups and individuals had
claimed their territorial space. Manics ran wildly past, depressed patients sat
disconsolately, epileptics might have a seizure, while others played repetitive tunes
on traditional instruments like the metal pronged chimbala. The fortunate native
patients were out of the wards, repainng the roads, or tending the gardens. They
were saved from the ravages of regression by meaningful work, while the white
patients passively loitered aimlessly from behind the tennis court fences of their
beautiful wards. This was apartheid functioning unknowingly in reverse. The resident
medical officers, ignorant of the appearance of the maruanha plant, (known locally
as dagga), never noticed when it was grown for personal consumption in their
gardens by the native patients. When this was revealed, a benign attitude was taken
by the authorities, who accepted that the native patients using it, did so in a social
manner in small regular quantities, that caused no offence to anyone.

Having so recently worked on the ape-men features, | was struck by the primitive
appearance of one of the long-stay and most popular patients in NM1. He had no
proper speech, made primitive noises, and possessed a great gift of mimicry, hence
his popularity. Surrounded by patient admirers, he would mimic any and everyone
who came by, never in any sarcastic way, but genuingly delighting in his prowess,
which pleased everyone. | decided he would be my first subject for sculpture

| set aside one of my five rooms for sculpture, with a modelling stand, lead-piping for
the armature and the clay. The patient was free to walk about or sit down, with a
nursing attendant present. Inspired by the uniqueness of my subjects and the
opportunity, | decided to work as fast as | could with each one. Trying to capture
their likeness, which by now | took for granted, but specially their personalities and
their response to their iliness or conditions.

The man with primitive propensities.

The primitive man was a delight. Once we had commenced working, he enacted a
whole drama, with appropriate noises, of what it was like to go to the dentist. He sat
up, upened his jaw wide, pointed to the offending molar, now a space, chose an
imaginary instrument, and then manipulated the tooth out with a resounding palatal
click. We all laughed together, at which he repeated the performance. Finally he
copied my actions and demeanour, which amused the nurse hugely, who tried hard
not to show it. | knew the patient's cronies in the yard were in for a ripe old time next
day as he modelled a porirait for them. Mobody ever knew what the matter was with
him psychiatrically. He came from the North, where the original ape-men and later
Bantu tribes hailed from. | think he was a man out of his time, and | was grateful to
have spent some hours in his company, which, without the sculpture assignment,
would never have occurred. In the portrait one can see the massive brow, the short
nose and prognathous or protruding maxilla, all primitive characteristics.

He was the gentlest of men
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The subnormally intelligent sex-offender.

| was on the look-out for someone with traits which could in those days be regarded
as pathognomic of mental subnormality. These stigmata commonly consisted of a
low forehead, thick set, narrow-spaced eyes, large nose, sizeable protruding ears,
and a receding chin. One patient fitted all these criteria. He was a tall kindly soul,
whose reason for being an inmate indefinitely was his habit of molesting women. He
proved to be a perfect sitter. So much so that | was abe to complete the whole
portrait from commencing constructing the armature to the finished modelling in four
and a half hours

What pleased me about the result was that | was able to capture his sadness as well
as the inane grin he habitually wore, He was pleased with the experience and the
attention the portrait brought him on the ward. In the clesed community of a mental
hospital, news unusual events travels fast

On my ward rounds | was now being solicited by the female nurses for their patients
to be sculpted. | thoght they wanted to gossip about what it was like alone with me
and the patient in my little house. At tea in the cosy doctors' sitting-room, the deputy-
superintendent who was quite brilliant and a close friend, was looking to a future
promaotion by wittily suggesting that, as a specimen, | should do a bust of the
superintendent who was present. The latter, whom | liked, was a tall, handsome man
with a strang silent authority, the very model of modesty and moral rectitude. He
declined on the grounds that he was deveid of the wonderful head of hair he had in
his youth. This narcissistic admission made me realise that he wanted to be
persuaded and | let the matter rest for a more opportune moment. We had occasion
to talk on the phone, and | put it to him that | would be happy to do his porirait,
especially as he was the future Commissioner of Mental Hygiene, the highest office
in the service. | laid down the condition that | would only do it if it was cast in bronze
in order for it to endure. | was going to bronze the other portraits for myself, but |
could not afford his as well, especially as it would have been his to possess. The
cost was about E30. After much discussion as to who would want a bust of him, |
managed to persuade him and he formally agreed.




THE CHRONIC SCHIZOPHRENIC LADY

Making the choice of patient to illustrate chronic schizophrenia was apparently an
easy one until | came to the actual selection. | wanted to portray a woman this time
Someone with good features who was cooperative, and in whom there was evidence
of the main characteristics of the condition. The splitting of the personality in wich the
feelings, activities and thought processes were not in unison. Where there were
obvious hallucinations, such as the listening to voices, as well as the loss of touch
with reality to some degree. | hoped to illustrate these symptoms in a sympathetic
portrait. | had no feeling that | was taking advantage of the patients in any way. On
the contrary they seemed to profit from the experience. | searched the female back-
wards in vain for a suitable person. The patients were either too demented, too
aggressive, or too dulled in appearance. The nursing staff came to my rescue and
produced the ideal candidate. A woman in her forties with full features, who was
reasonably guiet and helpful. She listened to her voices with serious intent, and as
she did so, a silly smile would steal across her face in contradistinction to her
general feeling state. She was lost in her inner world and out of touch with those
around her, though she responded adequately to the instructions of the nurses

| had already set up the armature in preparation for her arrival with her nurse escort
The two of them sat in the grass chairs provided while | rapidly applied clay to the
armature. Soon a basic head was ready for more detailed work. The patient who had
been watching intently, rose to her feet and approached the work. Muttering to
herself in an inaudible undertone, she proceeded to make magical marks on the side
of the face. The nurse guestioned whether the patient should be allowed to continue
but | was fascinated by her behaviour. | had the thought that she might suddenly
create a piece of unconscious symbalism, by having access to the deeper aspects o
f the mind as a result of her psychosis. This was wishful thinking, because in such a
chronic patient, disintegrative processes had been set in train, which showed next by
her destroying the viable marks she had made. She was persaded to sit down, for
me to continue with the portrait. She would rise time and time again, disfiguring the
clay surface, so that it was impossible to proceed without the nurse exercising verbal
control of her

In a few modelling sessions | had achieved the aims enumerated above. The nursing
escort was glad when it was concluded and she was no longer required to maintain
order. Actually | preferred to watch the patient making her destructive forays on the
work, rather than have her sunk in hallucinated stupor inthe chair, but the work had
to be done. In the finished portrait she is out of touch with her surroundings and
auditorily hallucinated. Her gaze is suffering and averted to the side from which her
voices appear to originate. A paradoxically silly smile steals across her face. This
smile is best seen if the observer moves across the front of the work, when the
disparity between the vacuous smile and her serious expression are contrasted to
illustrate schizophrenic personality disintegration or splitting.




THE NOBLE AFRICAN

One of the legacies of having been trained in the anatomy department of Wits
Medical School, was the daily acquaintanceship with the facial types of the various
tribes of the African continent. | admired the plaster life-masks that adorned the
passage-ways in realistic colourings and brought out the noble bearings of the
individual and their racial origin

In NM1 there were several old gentlemen, whose demeanour carried a similar
quality’ in spite of their state. Some suffered the dementia of age or arteriosclerosis,
others were chronically depressed. \Whatever the origin of their mental illnesses, they
had retained an appearance of great dignity

Working with a very noble-looking old man of greatly defined character, | put into
practice an ideal of modelling. | would scarcely use any modelling tools but simply
press on requisite pieces of clay which would retain the vitality of the relationship
between sitter and artist. This process of the addition of the medium, in this case
clay, was a total departure from that of direct carving, where one removed the
unnecessary coverings of the medium such as the wood, to reveal the form beneath

The old African sat immobile with great dignity. tried talking to him through the
nurse-interpreter, but to no avail. He never spoke much. It was however clear from
the exchanmges between them, that he felt honoured to have his portrayed made

Pleased with result at the end, | signed the work with a finger-print impressed into
the clay, which was rendered into the bronze casting. With this work | had mastered
the art of modelling.




SCULPTURES

by

ISMOND ROSEN




EARLY SCULPTURES

Whither
Spirit Of My Youth

The Kiss

Australopithecus Prometheus

The Tribute

Thlupega

The Amsterdam String Quartet
Mother And Child

Head Of St. Paul — Chartres Cathedral
Adam And Eve And The Fall

Self Portrait

Lady Kate Archibald

EARLY PORTRAITS

The Superintendent
Chronic Schizophrenic Lady
MNoble African

Stephen

Portrait of Francie Hogle
Honey Rumble

Julius Robinson

Clarissa Loxton-Peacock
Erwin Stengel

John Hunter (1783-1793)

Lulu Lipworth




BRONZE SCULPTURES

The Dancing Fish

The Dreamer

Amphitrite

Flight

Moah Releasing The Dove

Adam and Eve and The Fall

The Dream Of Monsters Brings Forth Reason
Spirit Of My Youth

Tigger: Christopher Plummer

The Stone Carrier

Bondage

METAL SCULPTURES

Object in Space
Progress

Tree with Birds

The Owl

Environmen Series
Reclining Nude

The Raoyal Family

The Sun on His Bicycle
The Mountains

The Berlin Wall
Sentinels and The Wall
The Deluge

The Victory




CARRARA MARBLE

The Seasons

CARVINGS

Fregnant Form

COPPER SCULPTURES

The Jugglers

Chairman and Executive Committee

STAINLESS STEEL SCULPTURES

Civilisation

| Am

Adam and Eve and The Apple
Man And Woman

Yo Yo Ma

Issac Stern Trio

Street Musicians




LATER PORTRAITS

Henri Rey

Henry Maudsley and Erwin Stengel

Ecstasy

Raymond Ackerman
Professor Dorothy Russell
The Creation of Adam

Dame Betty Paterson

LATER BRONZE SCULPTURES

Millennium Messenger

How Strange the Fates

THE HOLOCAUST TRIPTYCH

The Revelation
Acroscity

Echo The Survivor




The design of the sculpture had to be bolted because the curving arms signifying the
good or bad fate were two soft as purely round bat-like shapes. | then altered them
into a succession of box-like forms which were separate and yet joined, one after the
other. Each of these signuﬁeu some effect, or factor which almost haphazardly would
contribute finally to what produced the effect of the Fate. Once these had been
completed and the work integrated, it was ready for bronzing. The figure of the person
had hardly to be touched. The arabesques between the good and bad Fates seemed
to me to b e prescient of all similar forms in my work. When it came to the bronzing

this was accomplished satisfactorily and | added a base which was stepped under the

figure to protect it but still keep the figure suspended, as it were, in mid-air, without it

touching the base. In general one can conclude that in most persons' lives, good fate
exceeds the badness that may befall. The arm of the good fate is much longer and
curves upwards, almost inexorably, while the bad fate takes a sudden turn downwards,

out of control. With all this, the figure of the person looks steadfastly at what is to befall

and keeps its attitude of dance




LATER PORTRAITS

HENRI REY

Henri Rey, a psychiatrist and psycho-analyst of great distinction, was born on the
island of Mauritius. He claimed first as a chemist in the sugar industry analysing the
qualities of the sugar being produced. A vital and exuberant figure, given to great
passionate declarations and opinions, he was of course far too limited in that field and
so he pursued his career in the field of medicine, in psychiatry and in particular, in
psycho-analysis. A man of fiercely individual views, he followed the teachings of
Melanie Klein, and made important contributions to the psycho-analysis and

understanding of related illnesses in women and the treatment of psychotic iliness.

When | began private practice in Harley Street, it was in tandem with Henri. We
shared a rather back small room together at the end of the ground-floor corridor. |
would work in the momings until lunch-time, and at 10 minutes to 2, | would leave and

Henri would arrive, thus giving us a few minutes to converse at the time of the

handover.

| used to pull his leg saying that he should become famous and then | would do a bust
of him. Nothing ever seemed to emanate from this remark which | made from time to
time and which we both took as a source of amusement. However, when it came for

his retirement as a Consultant and Senior Lecturer at the Institute of Psychiatry and at

the Maudsley Hospital, | was invited to do a bust of Henri, commissioned by the

Doctors of the Hospital.




Being old and good friends, experience of making the portrait was most enlivening and

extremely enjoyable. | was determined to bring our Henri's salient characteristics. His

great intelligence, his humour and his incisive comments about the mind and life in

general,

In due course, Henri's retirement party at the Maudsley took place, at which the bust
was presented. In his farewell speech with reference to the bust, Henri turned to me
saying, "And now | am famous, because Ismond has made a bust of me.” Can you

imagine waiting all those years in order to be able to crack back. And with such grace

and in such complimentary fashion




CARVINGS

PREGNANT FORM

During the time that my wife was pregnant with our second child in 1968, a friend kindly

gave me a tree-trunk which bifurcated half-way up about 5 feet high. It was in lime-
wood with a very light colour, easy to carve and without any really distinguishable
grain. The work therefore proceeded very rapidly and | was able to do it in a month or

S0.

The aim in this work was to juxtapose square and round forms to illustrate the strength
and creativity of the woman. Square forms merged into rather rounded curves with
deep hollows, the latter being expressive of the inner psyche and physical propensities
of wamen to produce children, one of the great mysteries of our species. What | found
with this work when completed, is that it could stand in any position, on its legs as it
were, on its back, upside-down, any position, hence giving credence to the fine

balance and significance of the forms.

For the purposes of an exhibition | had a copy made of Pregnant Form in resin which

stands in our sculpture garden.




SENTINELS AND THE WALL

As a companion piece to the above | cut out two figures in very thick metal, which
observe and watch each other deliberately through the curtain-like apertures of the wall
which divides them and which is seét in a kind of moal. | gave these a rather medieval

quality in keeping with the character of the wall in this sculpture. | think | was

reminded, while making it, of the etchings of Piranesi in Rome, in the way men have

always divided themselves from each other for political and territorial advantages. In
bath these pieces, | wanted to bring out the sense of power and also that of foreboding

of our time




inch-thick steel rods for the proper length and then cutting the bevels on each end very

accurately so that they could fit perfectly into their position when welded. The lower

portion of the sculpture, | did upside-down so that when the work was finally turned
over, the test of accurate workmanship was that all the many rods fitted perfectly and
abutted against the floor without any gaps. If an impending hanging is a mighty source
of concentration for a condemned man, so is the completion of a sculpture while
everything around one is being dismantled and the place shut down. Fortunately
everything worked and the engineering specifications were true so that the sculpture
stood proudly as it should, firmly on the floor with each leg in position. | think this was
my first public piece of sculpture. It has to be seen from all angles in the round for its

proper effect which requires a great deal of space. It has, to date, not yet found its

proper place




THE BERLIN WALL

The point of view | took about the Berlin Wall was as follows. It was essentially a
divisive butcher, but its essence was that of aggression and its function that of the
sentinel watching the movements of everyone and preventing them if possible from

exercising any freedom of movement.

In this work | used a combination of basic design of my own and found objects. The
whole tenor of the piece is like that of a Viking ship in the shape of a human mandible
where there are jagged teeth at the end showing the essence of human aggressivity.
In the centre is a sail which is attached to the mandible body. While at either end are
two sentinels. one in front which is fashioned from old boiler pipes, and is a heat
exchanger and therefore a heat sensor, while on the other side | had fashioned a
sentinel-figure which had radar disks and antennae on each side of the head. The

accessories to the mandible-like body were tacked on very lightly in the welding, the

object being to infer that the whole structure was a completely superficial fabrication

that could easily be taken apart or knocked down if the will was there




THE SUN ON HIS BICYCLE

This is another fun sculpture which consists of a large disk with a revolving sun pattern
in metal in front of it on top of a rather slender metal pole which goes into ane of the
plough-type wheels supporting the bedy of the sun like a chariot, about which are
extended the bicycle-like arms. The sun is, at the moment, about to take off and ride

inta the sky on his bicycle.

What is interesting about this work apart from the pleasure which it dees afford, is the
origin and the use of the material. The shape above, if it were the subject of origin in a
quiz game would, | think, never be guessed at. It is part of a piece of apparatus which
was used to mixed bat guano from caves for fertiliser. The handlebars of the bicycle

are made from a metal tow-bar and there are other small pieces which lend it an air of

grace and element of control between the pole and the chariot-like front. In the centre

of the chariot portion, | put ancther small emblem of the sun. The whole piece was

painted with a sort of hard-gloss paint used for bicycles




THE ROYAL FAMILY

The Royal Family was made as a sort of joke. The King and the Crown Prince have
their bodies made of a chemical excavator blade which had been worn down by use or
broken. The heads of the King and Queen were fashioned from cld metal tractor seats
which were then coated appropriately and a sort of symbolic face put on. The King has
his own form of transport with a whirling propeller from the back of his head, wnile in

front he has a king-size member befitting the role of the king. When it came to

finishing the Queen, | felt | could once more indulge my fantasy with a gentle mobile.

The two squares of her breast are threaded onto two bolts with an extremely amount of
movement between them, but they can be moved. The Crown Prince is almost totally
self-absorbed. His rather innocent face has beneath it a sort of three-sided fountain

which, in the lower portion, would look purely back into himself with the receptacle

there. A fine object, or fine objects.




RECLINING NUDE

With the reclining nude, | wanted to create an atmosphere of classical restfulness of
the essence of femininity, using quite a variety of different metal objects. The form was
a rather ungainly rectangle, a little over 4 feet long and about 50 inches high and to this
| applied unusual metal objects symbolic of different parts of the anatomy. The larger
portions of the head and the chest were applied and then a breast form and an arm at
the top of the rectangle in the centre projecting away from the figure. To balance these
| used a number of small metal devices, each of them different, to represent the
internal workings of the person, as it were, and when these forms were balanced, | set
another long metal rod on the left-hand side at an angle to the rectangle, to which it

was attached by a small rod, so that the rectangle would be, as it were, flying out

sideways like a flag in the wind from a flagpole. This device of the horizontal nature of

the rectangle would then work with the rod providing the angle of movement

Because | wanted this work to be mounted exteriorly on a building, | had it sand-
blasted and then coated about 17 times with metal that was rust-free and then painted
a new coats with many coats so that it almost rivalled a Rolls Royce in its final

perfection and rust-proocfness.




TREE WITH BIRDS

Scrapyards usually contain pieces of metal which are cast off after the cutting of
industrial processes to make particular objects. In this way one finds a repetition of
forms and these small forms, which were sort of "5'-shaped, | joined together and they
formed the foliage of the tree, put this on top of quite a long metal pole and the birds
were a whole mixture of varieties: a large bird at the top with the all-seeing eye, the
bird below it, with what was a butterfly-type of wing coloured blue and a very old metal
hammer formed the body and head. Below that was a sort of bird-of-prey with a pair of

old tin snips and then various birds, pigeon-like or plumage-like were turned either from

pieces of metal and designed as such, or happened to fit in as birds from their original

forms. The exercise was in maintaining the balance between all the forms so that a
very harmonious atmosphere was engendered where some of the birds appeared

camouflaged and others were quite obvious




PROGRESS

The idea behind this sculpture was one of a progression from the early use of the

wheel, then the wind and finally the rocket as a means of travel and propulsion

For the wheel | used an actual plough wheel and fashioned the wings by cutting steel

plates or using sections | had found which is what | also did with the side-pieces which

were like abstract comets joining the wings to the body and the final end of the rocket
up in the front. So again the balance of the piece and its aesthetic and cultural
function, from every direction, was important. In its whole proportion, it looks like an
artillery piece. Another concept in ingredient determining progress, the use of arms,
the function of aggression and war. | left part of the top part of the plough wheel as a

ferric object which both threatens and fructifies.




OBJECT IN SPACE

In this sculpture, my intention was to provide the illusion that a large metal ball with
comet-like tails was actually traversing universal space. It hag, of course, to be held up
by some support and | was able to find the necessary pieces of metal with which to
accomplish this concept. The metal ball was one which was used to weigh down
heavy fishermen's nets in the water, and the tails of the comet were old, used
ploughshares which had been ground down by ploughing and which formed, in my
view, a contradiction to something travelling in space, being about as earthy an object
as one could ever imagine. Not having any assistant with these works, | had to

contrive bits of support and clamps to hold them in position, and to play with the

objects until one could achieve the right balance. At this point, one was able to weld

them and change the quality somewhat. At the base of this work, | decided to put in
more familiar heavenly bodies such as the sun from a section of a tooth-gear, the
moon in its crescent shape and as a humorous side, a small mobile to represent the
earth, which was part of my support stand for the ball in the air. This was a small,
round cbject within a housing that could be delicately revolved with one's fingers, and
this represented the earth. | was very pleased with this work as it maintained its

movement and energies from whatever direction one observed it




making love with a partner in a field at night with the moon shining, you were expected
to have written to the man in the moon to verify the information. Aubrey followed the
principle of Descartes, that the only thing one could believe was one's doubt. He saw
himself as bringing science into the rather indeterminate field of psychiatry, and hoped
that the school he was developing would produce crops of professionals in psychiatry
that would spread unversally. In the main, both of these aims turned out to be true.
Professor Lewis never taught anything in psychiatry, he merely logically questioned
around the path which seemed perinent and in this way, certainly in my own case,
taught one how to think, which was a very rare accomplishment in medical studies.
With all that, he was a very humane and kindly man, and when | approached him with
the project of making a bust of Henry Maudsley, the founder, he was enthusiastic

about the idea and contributed personally the £50 towards its final bronzing

Henry Maudsley was a prominent London psychiatrist who left £20,000 towards the
founding of the hospital which was to bear his name, the main funds being subscribed
by the London County Council. After the Second World War, with the foundation of the
National Health Service, the poorest but brightly academic Maudsley was united to the
very rich bride of Bethlem Royal Hospital with its 700 year history, and gained its

connotation in English life and literature as Bedlam.

The photographs that were supplied to me of Henry Maudsley showed a rather
imposing figure with a bald, dome-like head, massive beard and jowls, and rather

deep-sel narrow eyes. The total impression was that of a rather distinguished bearded

figure. My immediate reaction was not to make him as he appeared in full detail as |

had proved | could do with the Weskloppies Superintendent's head, but rather to show

him close to his likeness as a man of vision and ideals in the cause of psychiatry. So




under the influence of my European -:fapital grant, capital tour, what came to mind was
the beard of Michelangelo’s Moses and that of the self-portrait of Leonardo as well as
the head of St Paul from the Eccle des Beaux Arts. | decided that | would somehow
strike some happy medium between them and embarked upon making the portrait in

clay one-and-a-half times life-size to do justice to the importance of the man,

Professor Lewis did not at that time have any cases personally under him as he
administered the Maudsley and Bethlemn Royal Hospital's many academic service units
that he was developing. He did, however, have a professorial unit with its weekly case-
conference where the wards were run by three senior Consultants, the most senior of
which was Dr (later Professor) Irwin Stengel. | was seconded to Dr Stengel's unit and
became very close to him and his wife during my tenure in his wards, of about two
years. Only recently did | hear from a colleague of Stengel's remark about me when |

was appointed 1o his unit. Stengel was reported to have said, "They have sent me a

Registrar who doesn't know whether he wants to be Michelangelo or Moses."

Stengel's wit was proverbial and | shall give examples of this further down when | come

to the portrait that | made of him.,

Probably because of my interest and experience in art, when a young patient, who was
a student at the Royal College of Art was admitted to the Hospital, she was put in my
care. Happily, she responded to treatment and became well. This was cause of much
gratitude by her tutor and later Professor of painting, Carel Weight. He arranged for
me to be able to work with my head of Henry Maudsley at the sculpture department of

the Royal College of Art while the students were on holiday.




JOHN HUNTER (1738 - 1793)

Surgeon, anatomist, and founder of surgical pathology.

The problem in making the bust of John Hunter was to achieve accurate proportions
and his facial likeness from a small photograph. In particular | wanted to bring out

his determination and strength of character.

John Hunter was born near Glasgow and came to London aged twenty, the same

age as | was doing his portrait. He came to join his brother William, who was already

well established medically, and enrolled to study surgery. For the next eleven years
he studied anatomy and physiology, then spent three years as surgeon in the Seven
Years War. A few years |ater he was appeinted surgeon at his old teaching hospital,
St George's. He never forsook his love of learning and research, for the
lucrativeness of consultant practice. His prodigious labours in the creation of his
surgical museum resulted in a collection of 13,000 specimens. This work is

enshrined in the Hunterian Museum at The Royal College of Surgeons of England

On the 250th anniversary of his birth on the 14th February 1978, the numerous
areas of his researches were debated at a series of scientific meetings, culminating
with a reception attended by Her Majesty Queen Elizabeth and Prince Philip. The
British Medical Journal expressed the modern surgeon's veneration for this great
man, 'whose labours provided the origins of the science of surgery based on

observation, experiments and the basic principles of biology'.




There are many accounts of his life experiences. One was that he inoculated himself

with syphilis in order to study the processes of this cruel disease. This is now

discounted by modern authorities. More accurate was his statement that his life lay

in the palm of anyone who dared cross him in professional argument. A fiery
proponent for the truth, he was a sufferer from angina, and he died during a weekly
board meeting at St George's Hospital on 16th October 1793. In 1858 his remains

were interred in Westminster Abbey, and a tablet was inscribed
¥

"His genius as a gifted interpreter of the Divine Power and wisdom at work in the

laws of organic life.'

This 1944 bronze bust of John Hunter is now displayed in the collection of The Royal

Society of Medicine in London.
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HENRY MAUDSLEY AND ERWIN STENGEL

It is not given to every sculptor to have the opportunity fo revise a work completed
nearly 40 years previously. In 1993, the Royal College of Psychiatrists announced that
it would celebrate the 150th Anniversary of its founding n that year. | offerad to
present them with a sculpture to mark the occasion, and in response they replied that
they wanted busts of Henry Maudsley and Erwin Stengel, the latter being one of their

farmer Presidents

Not only did | have the opportunity to work on the busts afresh, but | had it repeated
several times, The story is as follows
From a more seasoned vantage point, | thought that the head of Maudsley could be

further refined, the original bearing all the hallmarks of youthful enthusiasm and broad

modelling. In keeping with the spirit of maturity, both of the College and of my own

experience, | decided to give a smoother finish and greater delineation to the beard
and hair, without touching the essential features of expression of the face. | had a wax
cast made of the original Maudsley head and worked on it very assiduously and in
great detail for some time. My foundry, at that point, had amalgamated with a major
American foundry who had installed new casting techniques. One of these was the
use of a vacuum to draw the moelten bronze up into the prepared negative mould, This
technique avoided the use of a great many runners and therefore obviated much of the
finishing process in the bronze. As luck would have it, mine was one of the first waxes
to be used, and because the settings were wrong, the whole thing exploded within the
apparatus and | was set the task of doing it all over again. The only way to meet such
disasters which oceur with great regularity in sculpture, is with fortitude, creativity and,

in plain terms, to do the whole thing over again, hoping it will turn out better




Simultaneously with this experience, | also prepared a wax of the Stengel head and
created an innovalion whereby the hair was totally abstracted. In addition to this | put
two very tiny symbalic abstracts, one on each side at about the site of the temples
One was an inverted horn to signify Stengel's devilish sense of humour, On the other
side, to balance this, | designed a pearl of wisdom lying in its shell. Each of the
abstract forms of the hair was like a perfect sculpture in its own right, which had a logic
as they ran in conjunction with each other. There were spaces between them and |
carved away at the wax so that the spaces penetrated through the thickness of the
wayx which would therefore have come out as spaces in the bronze, This of course
was my intention. When this work was successfully cast into bronze, it was then sent
to the finishers, who regarded the holes as some other kind of mistake. They then
proceeded to weld them all up again, taking this as some sort of omen. When it came

to re-doing the Stengel head, | omitted the fenestrations and left the head solid

These busts were commissioned by a pharmaceutical company who presented them
to the College on a particular occasion. The head of the company made a short
speech, followed by an address by me. | thought | would take the opportunity to inject
a sort of academic humour into the proceedings and gave a paper entitled, "The
Contribution of Henry Maudsley to the Institute of Psychiatry”. Henry Maudsley had

been long dead by the time the Institute of Psychiatry was established. It gave me the

opportunity however, to make some comments about the siting of the ariginal

Maudsley head in bronze at the Institute of Psychiatry. When it was first presented
the head used to stand outside Aubrey Lewis's office and he remarked one day how he
couldn't bear it standing there, because every time he came out of his office, it locked
at him with a quizzical air, arousing great feelings of guilt. As soon as possible, he

then had it transferred to the new Institule building which had been created and, to




avoid any such further confrontations, | set it up above one of the landings between the
ground and first floors. There it stood in its own solitary glory, much as Maudsley had
done himself in his lifetime. When | questioned the subsequent Professor of
Psychiairy about its position, stating that it should be moved to a more accessible
place as nobody went up and down the stairs, he replied that of course it was there for

the Registrars because they went up and down the stairs and would see it

| expect that the position of Henry Maudsley and also the bust of Henri Rey in the
Psychotherapy Department, would find their true situations sometime in the distant

future

An example of Erwin Stengel's devilish humour may be described on one of the
occasions when he gave one of his regular clinical lectures at the Maudsley. Most
graduate students in psychiatry would come from far and near to attend this lecture
which was usually filled to the brim and Stengel would present a clinical case with
whom he would teach and exemplify psychiatric signs and symptoms that were
instructive. At the lecture in question, Stengel presented a man with the strangest
symptoms. He did not fit into any known category and everyone was baffled by the
clinical picture. Stengel was at pains to bring this out very clearly. Right at the end of

the lecture, he said to the gentleman, "You come up to the Maudsley for other reasons

do you not?" "Yes", the man replied. "And what do you come here for?" enguired

Stengel further. "I am one of Professor Eysenck's normals®, replied the man
Everybody nearly burst with merriment but in due deference to the patient, s lence was
maintained. Eysenck was, at that time, ruthlessly determined to mock at psycho-

analysis and Stengel, who apart from being a great psychiatrist, had had a psycho-




analytic training in Vienna. He was getting his own back and pointing fun at the so-

called science of Eysenck’s psychology

Stengel was fearless, beth in life and, one might say, in death. At the end of his life, he
had a carcinoma of the colon removed and appeared fit and well after this. When
asked how he was one day, he replied to me, "Now | am a semi-colon, and soon | shall

be a full-stop.”

The busts of Henry Maudsley and Erwin Stengel in their mature aspects, in bronze

stand side-by-side on the mantelpiece of one of the most elegant rooms in the Royal

College of Psychiatrists in Belgrave Square
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STORIES OF SCULPTURE

INTRODUCTION

'Every picture tells a story' is usually associated with paintings or photos. Here, the
il

sequel is reversed, with stories of how sculptures came into being, their meaning,

relevance, and the amusing or at times amazing circumstances of their making !

Sculpture is unique for many reasons. It has great durability and the tacility to portray

condensed three-dimensional images directly from the unconscious mind.

These sculptures are the record of a life-time of aesthetic and spintual growth. Each
work embodies a series of decisions that not only set the problems to be faced, but
also illustrates the success or otherwise of their resolution. These stories tell the
histery and meaning of specific works and explain how sculpture evolves through the
interaction of inner fantasies with external chance occurrences, one of the basic

mechanisms of artistic creativity.

HISTORICAL

As a toddler, in Johannesburg, South Africa, | was an enthusiastic maker of mud-

pies, in an era when playing peacefully on one's own in a suburban garden with real
earth and water, was a legitimate creative activity, before it was rendered sterile by
hygienic sand-trays, or socialised into a group-activity. One could be totally absorbed

in this activity that had been personally discovered and freely pursued. The outcome




was an avid interest in the earth and its derivations, discovering that things planted

actually grew then, as a three-year-old, making things furiously at nursery school.

My interest in sculpture was aroused a few years later by a young African boy who
worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled small clay Afrikander cattle, with their characteristic large wide horns and
the hump on their backs. The oxen completely fascinated me, and so did his
creativity, where he effortlessly produced these meaningful creatures from an old

traditional heritage.

At the age of eight, the family moved into the city, and | changed schoals. | must
have felt the need that many children have at that age for a talisman, for some sort
of fetish object to keep in one's pocket, as comforter, protectar and friend. Why |
fashioned a small skull out of wood for this purpose, | cannot recollect. The
immediate association with a skull, is the idea of death, but this was not a
preoccupation of mine, either then or subsequently. Much later in life | learned that
the skull is a disguised unconscious symbol of life. To me as a boy, it indicated a free
spirit of pirate adventure, and a warning to others to beware. The trusty little skull
could be held tightly when one had to walk alone to the school playing-field when we
had to pass through the narrow high-walled passage that ran between two sections
of the city prison; where sometimes human voices resounded in an unintelligible

cacophony, that would end as suddenly as it began.

The flowering of puberty intensified the feelings of closeness to nature and the urge

to make things. My early teens began at a boarding school in Pretoria that was

proud of its splendid sporting and academic tradition, and its fine buildings designed




like an Oxford college. | enrolled in the Latin class and was encouraged by Walter
Batliss, a leading painter, the art master, to produce art on my own, eschewing the

formal art education that was present but somehow unavailable.

The school lay in sixty acres of gardens, forest and rocky hillside. Wandering in the
woods, | was attracted to the gnarled bark of the old pine trees. | could split off
sections of bark and cut away the rough exterior to reveal the fine-grained, honey-
coloured, soft wood beneath, which was firm enough for carving. Following my
earliest impressions of sculpture, | carved the shapes of animals. Finally | made a
model in wood of a public monument consisting of a square central pillar with animal
heads set around it. These heads, fashioned out of bark, alternated on all sides,

and were of creatures such as deer and lions.

Because of the apparent impossibility of ever realising my monument in reality,

together with the imagined inadequacy of my materials, | decided to give up working

in bark in favour of carving directly in wood. The decision was momentous,

With a small length of timber and a curved chisel costing a shilling, | set about
carving my first real sculpture, a reclining lion. The tail fitted separately on the one
side, as | had carved the figure the full two inch width of the block. My lion may not
have been chosen to grace the portals of an ancient citadel, but it had an agreeable
archaic presence. | loved it as a descendant of the lions in my fantasy who were my
friends and who protected me from the invisible predators inhabiting my childhood

fears of the dark.




This brief history takes account of my childhood and early adolescence, befare |
began to make sculpture properly. At the age of fifteen, another inner urge became
manifest which was to influence my later life and complicate my relationship with
sculpture occured during my last year of high school when as a prefect in our
boarding-house of fifty boys. It was plain to me that several of the younger boys
could profit from talking to them about their daily or personal problems. | would invite
them from the common prep-room into my study for 'chats’, which were mutually

rewarding. Thus began my interest and subsequent professional career as

psychiatrist and psycho-analyst. How these two major interests, sculpture and

psychotherapy, functioned in my life will be clear in the stories. Suffice it to say that
on the urgings of others, | plagued myself for years with the problem of which to
pursue. Eventually it became clear that | had to do both and that each had a practical

and spiritually beneficial effect on the other.

| enrolled to study medicine, being unsure of my true meétier. | considered
engineering seriously and basically wanted to read psychology, anatomy and
physiology, for which subjects no integrated course was available. A training in the
arts was considered by my parents to be too superficial with a war on and would only
lead to starvation in a Parisian garret.

Anatomical dissection in zoology and then on the human body stimulated the urge to

reveal forms that were perfect and in my experience, unique.

It was in the fourth year of study, in 1944, when clinical work commenced, that
sculpture and psychotherapy both emerged fully fledged. My family were living and
working in a large hotel owned by my parents and | was asked by one of the barmen

to help his wife who had a stillborn child and was deeply depressed. Without any




training in such a delicate situation, | was able to sort out her feelings so that she

made a rather rapid and dramatic recovery. | realised | had some gift for and wish to
pursue this kind of work, which | confided to the barman. However, | thought this was
futile as no such occupation existed officially. | became interested in surgery, which |
had been practising in casualty since my first year and pointed me in the direction of
plastic surgery. This interest in surgery led me to read about the lives of its great
historical figures, of whom none was more illustrious or romantic than John Hunter.
Based on a tiny photograph in Garrison's History of Medicine, he became the subject

of my first portrait sculpture







THE KISS

One of the graces unexpectedly bestowed in an almost classical fashion was
love. Apart from the technical skills required in the plastic arts, the capacity
for love is an equally important requisite. Love for another person, and love
for the medium and message of the work of art, Love of proportion,
relationships and the feel for aesthetic clarity. The relationship between the
artist and the work, mainly visual, partly tactile, consists of a subtle series of
what psychoanalysts call orojections and introjections. In my case, | spent
hours purely gazing at the work, infusing it with emotional interest, and in
return, the work would speak volumes. This was particularly so with Spirit of
my Youth, and repeatedly with later works, where the way forward had to be
intuited at each turn, without any preconceived plan. Any decision had to take
into account the effect on all of the rest of the sculpture, three-dimensionally
T'here is no possibility with this approach of taking off too much, or in the
popular mind, of removing the nose! With practice, the sculpture informs
whatever the next action should be, in a logical sequence determined by the
work itself, rather than being imposed by the artist. Exceptions exist to this
rule, where major changes to the whole work are undertaken. These will be
discussed later, but here too, the work itself is crying out for finer expression
of the aims.

Love walked in through the door one day in the shape of a beautiful voluntary
helper at the John Gray Community Health Centre of which | was the Medical
Director. The clinic was funded by the University of the Witwtersrand, through
the manies collected by the Student Rag Committee. The Director was Mrs
Helen Joseph, who gained lasting fame later as an heroic fighter against
apartheid. We looked after a thousand families drawn from the poorest white
community in Fordsburg, teaching them proper health care, treating their
allments, trying to raise their social level, and endeavouring to keep their
daughters off the streets.

A typical problem was that of the woman who complained that something had
entered her ear as she slept. Would | please examine her and remove it? A
bit sceptically | shone the auroscope in her ear to reveal a bundle of insect
legs. Gently | removed what turned out to be a cockroach. She diffidently
requested to be told what sort of insect it was. Did she really want to know?, |
replied, hoping to spare her any further embarrassment. She insisted. When |
revealed the nature of the beast, she was terribly relieved. Thank goodness,
and thank you doctor, | was so afraid it was a bug!

| spent a year at this fine applied research and therapeutic institution in its
slum area. The slums were |ater cleared away to make room for
Johannesburg's burgeoning financial district
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The flowering of puberty intensified the feelings of closeness to nature and the urge
to make things. My early teens began at a boarding school in Pretoria that was
proud of its splendid sporting and academic tradition, and its fine buildings designed
like an Oxford college. Although Walter Battiss, a leading painter, was the art master,
I only enjoyed the his support indirectly, as | enrolled in the Latin class. | became
used to producing art on my own, eschewing the formal art education that was
present but somehow unavailable.

The schoal lay in sixty acres of gardens, forest and rocky hillside. Wandering in the
woods, | was attracted to the gnarled bark of the old pine trees. | could split off
sections of bark and cut away the rough exterior to reveal the fine-grained, honey-
coloured, soft wood beneath, which was firm enough for carving. Following in the
tradition of my earliest impressions of sculpture, | carved the shapes of animals.
Finally | made a model in wood of a public monument consisting of a square central
pillar with animal heads set around it.. These heads, fashioned out of bark,
alternated on all sides, and were of creatures such as deer and lions..

Because of the apparent impossibility of ever realising my monument in reality,
together with the imagined inadequacy of my materials, | decided to give up working
in bark in favour of carving directly in wood. The decision was momentous.

With a small length of timber and a curved chisel costing a shilling, | set about
carving my first real sculpture, a reclining lion. The tail fitted separately on the one
side, as | had carved the figure the full two inch width of the block. My lion may not
have been chosen to grace the portals of an ancient citadel, but it had an agreeable
archaic presence. | loved it as a descendant of the lions in my fantasy who were my
friends and who protected me from the invisible predators inhabiting my childhood
fears of the dark.

This brief history takes account of my childhood and early adolescence, before |
began to make sculpture properly. At the age of fifteen, another inner urge became
manifest which was to influence my later life and complicate my relationship with
sculpture was in my last year of high school and was a prefect in our boarding-house
of fifty boys. It was plain to me that several of the younger boys could profit from
talking to them about their daily or personal problems. | would invite them from the
common prep-room into my study for 'chats’, which were mutually rewarding. Thus
began my interest and subsequent professional career as psychiatrist and psycho-
analyst. How these two major interests, sculpture and psychotherapy, functioned in
my life will be clear in the stories. Suffice it to say that on the urgings of others, |
faced myself for years with the problem of which to pursue. Eventually it became
clear that | had to do both and that each had a practical and spiritually beneficial
effect on the other.
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The next year | enrolled to study medicine, being unsure of my true metier. |
considered engineering seriously and basically wanted to read psychology, anatomy
and physiology, for which subjects no integrated course was available. A training in
the arts was considered too superficial with a war on and would only lead to
starvation in a Parisian garret.

Anatomical dissection in zoelogy and then on the human body satisfied the urge to
reveal forms that were perfect and in my experience, unique.

It was in the fourth year of study, in 1944, when clinical work commenced. that
sculpture and psychotherapy both emerged fully fledged. My family were living and
working in a large hotel owned by my parents and | was asked by one of the barmen
to help his wife who had a stillborn child and was deeply depressed. Without any
training in such a delicate situation, | was able to sort out her feelings so that she
made a rather rapid and dramatic recovery. | realized | had some gift for and wish to
pursue this kind of work, which | confided to the barman. However, | thought this was
futile as no such occupation existed officially. My interests in art and surgery, which |
had been practising in casualty since my first year, pointed in the direction of plastic
surgery. My interest in surgery led me to read about the lives of its great historical
figures, of whom none was more illustrious or romantic than John Hunter. Based on
a tiny photograph in Garrison's History of Medicine, | determined to make my first
portrait sculpture.
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JOHN HUNTER 1738 - 1793
Surgeon, anatomist, and founder of surgical pathology.

The problem in making the bust of John Hunter was to achieve accurate proportions
and his facial likeness from a small photograph. In particular | wanted to bring out
his determination and strength of character.

John Hunter was born near Glasgow and came to London aged twenty, the same
age as | was doing his portrait. He came to join his brother William, who was already
well established medically, and enrolled to study surgery. For the next eleven years
he studied anatomy and physiology, then spent three years as surgeon in the Seven
Years War. A few years later he was appointed surgeon at his old teaching hospital,
St George's. He never forsook his love of learning and research, for the
lucrativeness of consultant practice. His prodigious labours in the creation of his
surgical museum resulted in a collection of 13,000 specimens. This work is
enshrined in the Hunterian Museum at The Royal College of Surgeons of England

On the 250th anniversary of his birth on the 14th February 1978, the numerous
areas of his researches were debated at a series of scientific meetings, culminating
with a reception attended by Her Majesty Queen Elizabeth and Prince Philip. The
British Medical Journal expressed the modern surgeon's veneration for this great
man, ‘whose labours provided the origins of the science of surgery based on
observation, experiments and the basic principles of biclogy',

There are many accounts of his life experiences. One was that he inoculated himself
with syphilis in order to study the processes of this cruel disease. This is now
discounted by modern authorities. More accurate was his statement that his life lay
in the palm of anyone who dared cross him in professional argument. A fiery
proponent for the truth, he was a sufferer from angina, and he died during a weekly
board meeting at St George's Hospital on 16th October 1793. In 1858 his remains
were interred in Westminster Abbey, and a tablet was inscribed:

"His genius as a gifted interpreter of the Divine Power and wisdom at work in the
laws of organic life."

This 1844 bronze bust of John Hunter is now displayed in the collection of The Royal
Society of Medicine in London.




WHITHER?. Woodcarving. 1944,

The year 1944 marked the turning of the Second World War in the Allies favour.
Great efforts were being made to overcome the Nazi stranglehold on much of
Europe. This apparently diverted the Allies from defeating an aim that was being
fiendishly pursued with utter ruthlessness by the Nazi hierarchy. This was the Final
Solution which meant the total destruction of the Jewish race. Jews had been
systematically persecuted since 1933 when Hitler came to power. Evidence had
filtered through to the West of Nazi atrocities in the concentration camps and deals
were apparently offered by the Nazis to save Jews in exchange for war materiel.
None of this brought any relief to the millions of Jews threatened with genocide,
though individual acts of heroism to save Jews were performed by many righteous
gentiles.

The sculpture "Whither?' depicts this tragic situation. An elderly man, dressed in
Jewish traditional style with yarmulke and long jacket, sits pondering his fate. The
world he represents is being torn apart, and he himself is doomed to disappear
Meanwhile, the world is silent.

The sculpture is carved directly in an African hardwood called mavula, and was
completed in 1945. The composition of the figure is set within the wood in such a
way that the grain follows the lines of the farm. This link between form and medium
became an aim to strive for in all subsequent woodcarvings. Here, it enhances the
warmth and integrity of the old man, but adds to his sense of isolation and despair,

The seriousness of this subject was consistent with what was happening in the
world, and also reflected the engrossing nature of medical studies in the wards. Not
that one didn't have fun as a medical student, one certainly did, and in wonderful
company with fellow students and the nursing and other professions. But there were
opportunities to learn about the vicissitudes as well as the pleasures of mankind. We
were encouraged to attend the casualty departments especiallly in the evenings,
through which patients were admitted to the wards and to follow their progress. In
the dead of night. or rather, in the early morning, it was fascinating to talk to the
tramps who would come in for warmth in the winter. They would unfold a whole life
history, quite unimaginable from their appearance and status. Somehow the idea of
portraying the human condition in sculpture was born there, akin to Balzac's
Comedie Humaine.

The following fifth year, in addition to medicine and surgery, we had intensive
practice in obstetrics. The birth of a baby became in my opinion without parallel in
human experience. | began woodcarving depicting a baby in the foetal position. But it
was inconceivable that it could or should exist on its own. | therefore added a life-
size male and female head at each end, so that the forms merged into the unity of
the family.




SPIRIT OF MY YOUTH. Woodcarving. 1947

Of the wonders in biology, the emergence of the butterfly from it chrysalis rates
highly. The transformation from medical student into fully-fledged doctor is equally
marvellous if less obvious, especially to the person concerned. The change in status,
the new opportunity to perform and grow on life's next stage is miraculous at the
moment of realization, if barely comprehensible. Particularly when the mutation from
youth into maturity is usually imperceptible and life experience of change is limited.
My only prior observation was from the side of youth, which at the event seemed
even guite momentous

My school was sports oriented, in a country where rugby was regarded as a higher
calling. Playing rugby for the school First team and earning one's colours was the
ultimate schoolboy life-experience. Little wonder then, returning to the school in
Pretoria, after a home visit at the beginning of the autumn term, with everyone
already in class, | went straight to the rugby notice board. There the teams were
listed for the first matches of the season. As captain of the Under Fifteens the year
before, | consulted the Second team list, where | expected a place almost as of right
To my dismay, my name was missing. | turned disconsolately.to the Thirds, where it
was also absent. | had been dropped altogether. Almost as an afterthought, and for
the sake of completion, | looked at the First team, where to my incomparable delight,
| had been chosen to play as the outside centre-threequarter. The match against a
rival local school was very important. it was to be a curtain-raiser to the Saturday
afternoccn interprovincial Currie Cup, at the Loftus Versveld ground. The morning
before the match, the headmaster, who taught history with a subdued dramatic flair,
assembled the team in his study. He harangued the standing throng of boys with
images of how the Springboks struggled mightily and overcame the opposition at
Twickenham. To emphasise his point he described the weather on that occasion as
being identical to that morning,grey and inclement. He exhorted us to maintain such
sporting traditions and to play our best, if not beyond ocurselves. Each boy seemed to
have swelled with silent determination.\We were transmuted from a group and fused
into a mass of purpose. He wished us luck and as we turned to leave the room, he
called out 'Rosen don't you be scared’. Why he felt the need for this final exhortation
| failed to understand. As everybody was in a high state of tension following his
efforts, his remark passed unnoticed except by me. | had a fine record of scoring
tries, which was not too difficult as | was the school sprint champion and athletics
Victor Ludorum. Scoring tries was often a matter of out-running the opposition. Being
scared made one run even faster. What did the headmaster mean when he said
'don’t be scared'?
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By e afternoon on Saturday, the weather had cleared, the two rival schools were in
force in the stands, and as we ran on to the field from under them, the school rose
and gave the war cry. We were exhilarated. The opponents kicked-off, the ball was
caught by our fly-half who passed to the first centre, who passed the ball to me, and
I ran through and scored under the posts. We converted and they kicked-off again,
with similar consequences, except that this time | drew the full-back and passed to
the wing who scored as before. Walking back to one's position on the field was an
exercise in modesty. We put up twenty-nil at half-time and thirty-nil by the end of the
match. The newspaper critics rated us better than the Provincial match which
followed.

We never again displayed the same team-spirit or the rugby skills, and | lost my fear.
But then the headmaser never again inspired the team in his study. Some things
were unique and unrepeatable. Such was the spirit of youth.

Six years later In a spirit of youthful exhilaration | drove home from the results posted
at the Medical School to inform my parents that | had passed. | was twenty-two

Most of the way | honked my horn, as if to warn an unsuspecting world of the
presence of the newly licensed practitioner. The embraces were of relief as well as
of pleasure. Youth had delivered its promise of accomplishment and medical
qualification.

Happily | departed on holiday with five newly graduated friends driving round the
coast sampling the surfing and the golf courses. On a beach in the Cape | found a
tree-trunk washed up from the sea, which | persuaded the owner of the car to bring
back in the boot. At the end of the haliday, we took it in turn to drive all night the
thousand miles to Johannesburg, where we were to take up our house-jobs the next
week

Spurred on by the acquisition of the wood, | spent my free time after dinner in the
evening carving a memento of the metamorhosis from callow medical student to
doctor. | called it 'Spirit of my Youth'.

The wood with its trunk erect and spread of roots below, was about three feet high
and two feet wide at the base. The immersion in the sea and erosion by other
objects had rounded off the roots and had given them an integrated structure. The
grain structure had also radically altered, losing its vertical character and consisting
instead of fine concentric markings, making identification of the species difficult, The
trunk had snapped off just above the paint of a bifurcation, leaving two separate
forms at the summit. When carving directly, | always believed in working to the
maximum space of a block, never cutting it down to shape or size to fit some
preconceived notion. Apart from the protruding roots, the there were no other
distinguishing characteristics or forms. | was therefore forced for the first time to rely
on my own inner fantasies. The resulting images were symbaolically representational.
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Probabaly under the influence of Redin's "Thinker’, | carved a youthful face, chin on
fist, somewhat based on a self-portrait, immersed in thought about the world. In
particular, preoccupied with the significance and relationships with the accompanying
forms. In front was a nude female torso representing sexuality. At the reverse of the
nead | carved a pair of hands, open, in an attitude of prayer and gratitude. By this
means, | acknowledged the many graces and gifts of youth, life had actively
bestowed, through the medium of parents, teachers, and friends. In contrast to the
receptivity of youth, at the base, | carved another single hand, actively exploring
outwardly, seeking personal experience of the world in an adult manner.

This direct carving, was also made with the same original shilling chisel.

Mot long after the carving, | mysteriously came into the possession of a small case
filled with the carving chisels of a master carver. How does one explain such
occurrences?. They remain unfathomable, except to say that if and when one is
properly prepared and ready for the next stage, life often supplies what is required

Perhaps | had proved my abilities and readiness for more mature works with 'Spirit of
My Youth". Years later, in London, | made a bronze cast of the woodcarving.
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L. was the daughter of one of the city's most successful chain-store owners.
Her family were very friendly disposed towards me, and her father

proudly showed me the cheque for a million pounds with which he concluded
a remarkable deal over a week-end in London. As a visitor, he was in Oxford
Circus, on Saturday morning, liked the look of one of the stores, valued it at a
million pounds. He went in, made the offer to the directors, who, taken by
surprize, agreed, hence the evidence of the cheque. When the directors met
again an the Monday, they realized they had made a terrible mistake. To buy
it back, it cost them an additional half-a-million pounds.

The millionaire's daughter meeting the impecunious young doctor at the slum
clinic, added a spice of romanticism to our relationship, which then flowered.
We would spend hours in amorous embraces in her living room. Leaving late
one evening under the pressure of our mutual exchanges, a sculptural image
appeared fully-formed in my mind. | lost no time in translating it into plaster of
parns as ‘The Kiss'. Inthis sculpture, two abstract heads voluntarily
approximate above, in the potential act of kissing, while below they have
already fused into a unity, the acme of loving togetherness

The inflences on me at that time were manifold. | was struck by the classical
work of Michaelangelo and Redin, and the modern abstractions of Hans Arp
and Henry Moore. However derivative ‘The Kiss' may have appeared, |
considered the image to be original, as it bore an unconsciously integrated
authenticity. It has remained probably the most popular of my works, having
sold out in a resin edition when exhibited in Cork Street, London. Copies in
also exist in Carrara marble, owned internationally, including one in the
collection of The Royal Society of Medicine in London.




AUSTRALOPITHECUS PROMETHEUS

At the Meadical School in the late 1940's, exciting new discoveries were being
described by Prof Raymond Dart, working with the fossilized bones of early
hominids. Dart believed he had found the ‘Missing Link'. Bony evidence of the
line of creatures which lay intermediate between the great apes and man. As
one of his former students, | was invited to work on the soft tissue
reconstruction and appearance of the creature he called ‘Australopithecus
Prometheus'. Australopithecus meant Southern Man. Dart found fossilized
ash in the breccia (lime-stone deposit) where the bones lay, and concluded
that the creatures had the propensity to make fire. Hence the name
Prometheus, the first maker of fire. (In 1974 | etched a design for a metal
sculpture of the mythical Prometheus.)

A great rivalry existed between Dart and Robert Broom, each of whom had
internationally noteworthy finds in early anthropology to their credit. They
carried out their studies in secret from one another though they maintained a
very friendly exterior. Only two portions of the skull of A P. existed, a piece of
the maxilla, and a bit of the occiput. From the shapes and marks of the
muscle attachments, it was possible to say that the creature walked upright. _
For the rest of the shape of the skull. cne had to work on a comparative
scale, between the great apes and other early fossil finds. Dart was away on
holiday, and | was working in the lab with the plaster replicas, trying to
determine the correct skull shape. | had selected as a base line, the horizonal
from the external auditory meatus (ear-hole) to the base of the nose, a
measurement | used in portrait sculpture. On this basis | could set the
comparative shape with some satisfaction. Engrossed in this task, | did not
notice someone standind watching. Dressed in his dark suit and bats-wing
collar, white hair, gold-rimmed glasses and thin intent features, Robert Broom
enquired what | was doing. He was merely passing by saying hello, but Prof.
Dart was away. | was trapped. Honoured and aghast, | explained all my
theories of comparative anatomy to Dr Broom, who complimented me and
examined the specimens with the utmost care and then departed. | wondered
what Dart would say on his return, that the research finds had been so simply
revealed to his rival. Dart was delighted that Broom, whom he held in the
greatest esteem, had taken the trouble to come over especially from Pretoria,
where he was the Director of the National Museum. That Broom had arrived
when Dart was away was surely more than coincidence.

Everyone who worked on the fossil remains became entranced by their
significance and especially by the beauty of the specimens themselves. They
had to be chiselled out with the greatest care from the surrounding material,
to reveal the chemical changes wrought by earth acids which produced
delicate hues in the grey matrix after thousands of years. This included top
surgeons as well as all the research workers. One was working on the
frontiers of knowledge concerning the human race.

Dart had an inimitable style of presentation of the life of these early creatures.
In a large room where trestle tables were laden with fossil bones of primitive
animals, Dart would demonstrate how the end of an animal long bone had
been used to crush the skull of a small monkey, precisely matching the bone
end and the marks of depression on the crushed monkey skull.

Then he would show how the half of a lower mandible of a pig had been used
as a saw to remove flesh from other mammalian bones which still bore the
impression of this activity. Dart concluded that Australopithecus Prometheus
not only could make fire, but that it was the first creature to use weapons and
thus manifest human aggression and violence.
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These theories were written up by Dart in ‘Adventures with the Missing Link’
(Hamish Hamilton, London 1959.), from which the accompanying
photographs are gratefully acknowledged. His theories were later challenged,
the experts feeling that the marks on the bones could have been made by
maraudng animals,

| decided to make two models of the appearance of Australopithecus
Prometheus, | say models advisedly, because this was science rather than
art, though more of the latter entered into the final product. The half-section
displayed in black the two fossilized portions of the skull that had been found.
alongside the appearance of the creature on the opposite side. When it came
to modelling the full facial features, | worked in plasticine, so as not have rush
the work. | combined the primitive skull with the intelligent expressions of a
human creature, given the attributes indicated by Dart.

Rivalry and envy and also destructiveness are apparently the order of the day
in the studies of early man, There were others who wanted to portray the
appearance of this celebrated fossil creature. My full face interpetation had
been photographed and appeared in Dart's book. The sculpture itself
disappeared from the department never to be found. The half-rendering
remained extant, and | was presented by Prof. Tobias my good friend, with a
copy, years later,

The study of earliest human evolution now centres on findings at Olduvai

Gorge in Tanzania and Abyssinia. What has not changed is the intense
emotional involvement in the subject by all concerned, sponsors and
scientists, and the keen rivalry between those engaged in making the finds

The impact of these anthropological studies was not confined to the
laboratory. At the height of my involvement with the creation of the soft tissue
representation of Australopithecus Prometheus, when one felt inspired by the
opportunity and the task, | was invited to dinner with L.'s family. The talk
ranged almost entirely on what were the finest examples of commercial
products, such as watches, or clothes etc. | was raised in a commercial
environment which was entirely practical and never idealised. My medical
studies had in fact set me rather against commercial values. For much of the
dinner | sat silent, engrossed in my own thoughts about the anthropolgy
feeling it was incumbent upon me to contribute to the conversation, against
my better judgement, | launched into a passionate description of the work on
the fossils. | was heard out in a polite but stiff silence. ‘Can you make a living
and support a family from fossils?' asked her father. The question seemed
fair from the point of view of the prospects of a suiter. The moment of truth
opened a gap which | felt could never be filled, between my artistic and
professional aspirations and the commercial outlock of the family. Nothing
further was said. Australopithecus Prometheus may not have provided a
living, but it did save a life from commercial servitude. L. and | continued to
meet, but the chances of a fruitful consummation had disappeared.




THE TRIBUTE
My ambition at that time was to work on larger pieces. | had delivered to rmy
home a magnificent block of hardwood, ten foot long and already planed to
three foot square. The shape was rather unwieldy because of its length, so |
sawed it into two five-foot halves. Wood of this dimension would have taken
years to season, &t had been recently cuty, and like the stinkwood, would still _
have cracked in the process. Carving it revealed a rich red surface whigh was
wet and stained my hands a deep rose colour - hence the name rosewood
given by the suppliery. Apparently rosewood does not grow in Africa, so it
either came from abroad, which was unlikely, of remaing unidentified. The
rose colour was unbelievably beautiful. My idea was to carve away as much
of the heartwood as possible, to prevent any cracking. This factertherstors
getermined the form and subject-matter of the sculpture, about which | had
no definite ideas whé_ I began. | was dedicated to direct carving, and attacked
the wood spiritedly with one of the massive chisels in the case | had inherited
Great chunks of wood flew in all directions covering the floor of my room
Getting into bed at night first meant remaving all the slivers of wood/l
collected on 1h§_1rgg'_.r The idea of two figures entwined about each other
emerged as the logical solution. Ff&lt | had the knowledge and confidence to
carve any figure with perfect anatomical structure, #nfluenced by the post-
war preference for abstraction, | launched my two figures and especially their
mutual relationship, in the abstract, retaining some realistic details in the
female form. The latter realism seemed necessary, integrating abstract and
realistic forms. But | chafed inwardly at the thought that | had balked at
rendering a fully astract piece. | think the conflict was between the realization
of the idea and the rendering of the form. The result was successful as a
combination of idea and form, which it would not have been as a purely
abstract piece he w{:mpnﬂr:hei over the man, while the man is also inclined
towards her from below jtheir torsos curve about each other in unison. The
curve of the man's head ap rcr;r“h;hés-&e the back of the female form without
quite touching. Viewers san position themselves sa-hat this relationship ean
be-made acutely sensitive to the point of touching, in the same way that the
two curves of The Kiss can be visually approximated.

gy
From-the illustration-it-is_clear thaffhe-wheissefthe central core of wood had
been removed:-Mo cracks hawe appeared, even with British central heating;
nearly half a century later. The spiral effect of the forms were mutually
influenced by the fact that the wonderful grain ran evenly all round, the block
having been cut from the whole of the central portion of the trunk. The broad
marks of the large chisel are in evidence at the rounded base. in contrast to
the smooth finish of the figures.

. The fokl i
The name The Tribute is ieshast a crlndcnsaiiagj'ﬂunceived in a mood of
adolescent idealism Shetght-up ‘Tribute to woman sacrificing herself for the
sake of man's genius’. Thelappropriate musig\for this theme welabe Louis
Armstrong singing ‘St James Infirmary’. Even in the days befare feminism,
the idea and the title were totally pretentious, so | settled for ‘The Tribute’
Make.ofit-what Voo will
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STORIES OF SCULPTURE

INTRODUCTION

'Every picture tells a story' is usually associated with paintings or pholos. Here, the
sequel is reversed, with stories of how sculptures came into being, their meaning
relevance, and the amusing or at times amazing circumstances of their making.
Sculpture is unique for many reasons. It has great durability and the facility to portray

condensed three-dimensional images directly from the unconscious mind

These sculplures are the record of a life-time of aesthetic and spiritual growth. Each
work embodies a series of decisions thal not only set the problems to be faced, but

also illustrates the success or otherwise of their resolution. These stories tell the

history and meaning of specific works and explain how sculpture evolves through the

interaction of inner fantasies with external chance cccurrences, one of the basic

mechanisms of artistic creativity

HISTORICAL

As a toddler, in Johannesburg, South Africa, | was an enthusiastic maker of mud-
pies, in an era when playing peacefully on one's own in a suburban garden with real
earth and water, was a legitimate creative activily, before it was rendered sterile by
hygienic sand-trays, or socialised into a group-activity. One could be totally absorbed
in this activity that had been personally discovered and freely pursued. The outcome
was an avid interest in the earth and its derivations, discovering that things planted

actually grew then, as a three-year-old, making things furiously at nursery school.




My interest in sculpture was aroused a few years later by a young African boy who
worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled small clay Afrikander cattle, with their characteristic large wide horns and
the hump on their backs. The oxen completely fascinated me, and so did his
creativity, where he effortlessly produced these meaningful creatures from an old

traditional heritage

At the age of eight, the family moved into the city, and | changed schools. | must
have felt the need that many children have at that age for a talisman, for some sort
of fetish object to keep in one's pocket, as comforter, protector and friend. Why |
fashioned a small skull out of wood for this purpose, | cannot recollect. The
immediate association with a skull, is the idea of death, but this was not a
precccupation of mine, either then or subsequently. Much later in life | learned that
the skull is a disguised unconscious symbal of life. To me as a boy, it indicated a free

spirit of pirate adventure, and a warning to others to beware. The trusty little skull

could be held tightly when one had to walk alone to the school playing-field when we

had to pass through the narrow high-walled passage that ran between two sections
of the city prison; where sometimes human voices resounded in an unintelligible

cacophony, that would end as suddenly as it began

The flowering of puberty intensified the feelings of closeness to nature and the urge
to make things. My early teens began at a boarding school in Pretoria that was
proud of its splendid sporting and academic tradition, and its fine buildings designed

like an Oxford college. | enrolled in the Latin class and was encouraged by Walter




Battiss, a leading painter, the art master, to produce art on my own, eschewing the

farmal art education that was present but somehow unavailable

The schoal lay in sixty acres of gardens, forest and rocky hillside. Wandering in the
woods, | was attracted to the gnarled bark of the old pine trees. | could split off
sections of bark and cut away the rough exterior to reveal the fine-grained, honey-
coloured, soft wood beneath, which was firm enough for carving. Following my
earliest impressions of sculpture, | carved the shapes of animals. Finally | made a
model in wood of a public monument consisting of a square central pillar with animal
heads set around it. These heads, fashioned out of bark, alternated on all sides,

and were of creatures such as deer and lions

Because of the apparent impossibility of ever realising my monument in reality,

together with the imagined inadequacy of my materials, | decided to give up working

in bark in favour of carving directly in wood. The decision was momentous

With a small length of timber and a curved chisel costing a shilling, | set about
carving my first real sculpture, a reclining lion. The tail fitted separately on the one
side, as | had carved the figure the full two inch width of the block. My lion may not
have been chosen to grace the portals of an ancient citadel, but it had an agreeable
archaic presence. | loved it as a descendant of the lions in my fantasy who were my
friends and who protected me from the invisible predators inhabiting my childhood

fears of the dark

This brief history takes account of my childhood and early adolescence, before |

began to make sculpture properly. At the age of fifteen, another inner urge became




manifest which was to influence my later life and complicate my relationship with
sculpture occured during my last year of high school when as a prefect in our
boarding-house of fifty boys. It was plain to me that several of the younger boys
could profit from talking to thermn about their daily or personal problems. | would invite
them from the common prep-room into my study for 'chats’, which were mutually

rewarding. Thus began my interest and subsequent professional career as

psychiatrist and psycho-analyst. How these two major interests, sculpiure and

psychotherapy, functioned in my life will be clear in the stories. Suffice it to say that
on the urgings of others, | plagued myself for years with the problem of which to
pursue. Eventually it became clear that | had to do both and that each had a practical

and spiritually beneficial effect on the other

| enrolled to study medicine, being unsure of my true métier. | considered
engineering seriously and basically wanted to read psychology, anatomy and
physiclogy, for which subjects no integrated course was available. A training in the
arts was considered by my parents to be too superficial with a war on and would only
lead to starvation in a Parisian garret

Anatomical dissection in zoology and then on the human body stimulated the urge to

reveal forms that were perfect and in my experience, unique

It was in the fourth year of study, in 1944, when clinical work commenced, that
sculpture and psychotherapy both emerged fully fledged. My family were living and
working in a large hotel owned by my parents and | was asked by one of the barmen
to help his wife who had a stillborn child and was deeply depressed. Without any
training in such a delicate situation, | was able to sort out her feelings so that she

made a rather rapid and dramatic recovery. | realised | had some gift for and wish to




pursue this kind of werk, which | confided to the barman. However, | thought this was
futile as no such occupation existed officially. | became interested in surgery, which |
had been practising in casualty since my first year and pointed me in the direction of
plastic surgery. This interest in surgery led me to read about the lives of its great

historical figures, of whom none was more illustrious or remantic than John Hunter

Based on a tiny photograph in Garrison's History of Medicine, he became the subject

of my first portrait sculpture,




EARLY SCULPTURES

WHITHER?

The year 1944 marked the turning of the Second World War in the Allies favour.
Great efforts were being made to overcome the Nazi stranglehold on much of

Eurape. This apparently diverted the Allies from defeating an aim that was being

fiendishly pursued with utter ruthlessness by the Nazi hierarchy, which was the Final

Solution to the total destruction of the Jewish race. Jews had been systematically
persecuted since 1933 when Hitler came to power, Evidence had filtered through to
the West of Nazi atrocities in the concentration camps and deals were apparently
offered by the Nazis to save Jews in exchange for war materiel. None of this brought
any relief to the millions of Jews threatened with genocide, though individual acts of

heroism to save Jews were performed by many righteous gentiles.

The sculpture "Whither?" depicts this tragic situation. An elderly man, dressed in
Jewish traditional style with yarmulke and long jacket, sits pondering his fate. The
world he represents is being torn apart, and he himself is doomed to disappear.

Meanwhile, the warld 1s silent

The sculpture was carved directly in an African hardwooed called mavula and
completed in 1945, The composition of the figure is set within the wood in such a
way that the grain follows the lines of the form. This link between form and medium
became an aim to strive for in all subsequent woodcarvings. Here, it enhances the

warmth and integrity of the old man, but adds to his sense of isolation and despair




The seriousness of this subject was consistent with what was happening in the
world, and also reflected the engrossing nature of medical studies in the wards. Not
that one didn't have fun as a medical student, one certainly did, and in wonderful
company with fellow students and the nursing and other professions. But there were
opportunities to learn about the vicissitudes as well as the pleasures of mankind. We
wera encouraged to attend the casualty depantments especially in the evenings
through which patients were admitted to the wards and to follow their progress. In
the dead of night. or rather, in the early morning, it was fascinating to talk to the
tramps who would come in for warmth in the winter, They would unfeld a whole life
histary, quite unimaginable from their appearance and status. Somehow the idea of
portraying the human condition in sculpture was born there, akin to Balzac's

Comedie Humaine

In the fifth year, in addition to medicine and surgery, we had intensive practice in

obstetrics. The birth of a baby became in my opinion without parallel in human

experience. | began woodcarving depicting a baby in the foetal position. But it was

inconceivable that it could er should exist on its own and | therefore added a life-size
male and female head at each end, so that the forms merged into the unity of the

farmily







COPPER SCULPTURES

THE JUGGLERS

In 1972 | held my first London ane-man show at the John Whible

Street. | required to produce several new sculptures for this exhibit

Lk
some success in seling out sculptures on a mixed gallery show previously
One of the works which was subsequently sold on this

cutting out sculpture from copper plate. | hagd made a smal

pen, about 2 inches wide, of an abstraction of Jugglers. As in the

had come quite of itz own volition without any idea of what | was gaing

it was rather small | decided to photograph it and blow It up, wnen it

that the use of a ball-point pen, which was fairly new still, produced ;
ne that was unigue. Instead of being a straight ling as one obsenv
use of a pen, when it was enlarged, the linge was much maore varied w

rather sensitive aspects. What | did then was to use the original line as the form

=, .
sculpture and cut it out using a jigsaw. As this was a rather complicated placefas seen

L= )

from the photograph opposite,jone had to draw and cut out 130 zections within
work, taking care not to damage or alter the line one was following with the saw

| found was that it would be best to leave the jagged finish of the cut within ihe
this also reflected light in a rather sensitive way and | mounted the finished cut

copper base. The Jugglers was the erigin of a sculpture still to be

Civilisation. which was a further extension of these ideas and this wo

=




STAINLESS STEEL SCULPTURES

CIVILISATION

s useful to return to the exhibition of Genesis as the

b - o [ = e b s o i 1| | g = - fon
the exhibition, | examined the Old Testament Creation story i

ogy with particular reference to psycho-analysis

Using these theones, | thought to examine the sculptures created fo
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a0 with some of the studies for sculpture which were exhibited at that tin
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ADAM AND EVE AND THE APPLE




MAN AND WOMAN




YO YO MA




ISAAC STERN TRIO
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LATER PORTRAITS

HENRI REY

Henri Rey, a psychiatrist and psycho-analyst of great disti
sland of Mauritius. He claimed first as a chemist in the sugar
ities of the sugar being produced. A vital and exuberant figu
passionate declarations and opinions, he was of course far too lim
so he pursued his career in the field of medicine, in psychiatry :
A man of fiercely individual views, he followed
and made important contributions to the psycl

understanding of related llinesses in women and the treatment of psy

began prnvate practice in Harley Sitreet, it was in tanden
shared a rather back small rcom together at the end of the ground-1

il -y
1 rram fae &5
U minuies 10 &

would work in the mornings until lunch-time, and at

Henri would arrive ILUS QIVE 15 a few minutes to converse

handover

| used to pull his leg saying that he should become famous and then | wowl

of him. Nothing ever seemed to emanate from this remark which | made

time and which we both took as a source of amusement. However, when it ¢

his retirement as a Consultant and Senior Lecturer at the Institute of Psychiatry and at

the Maudsley Hospital, | was invited to do a bust of Henri, commiss

Doctors of the Hospital




nenence of making the porirait w

L L

extremely enjoyable 15 determined to bring our Henr's salient ch

great intelligence, s humour and s incisive comments about

general

In due course, He

wait g those years in




HENRY MAUDSLEY AND ERWIN STENGEL

It is not given to every sculptor to have the opportunity to revise 2
nearly 40 years previously. In 1993, the Royal College of Psychiatrists :
it would celebrate the 150th Anniversary of its founding in that
present them with a sculpture to mark the occasion, and in response {
they wanted busts of Henry Maudsley and Erwin Stengel, the latter |

former Presidents

Mot only did | have the opporiunity to work on
several times. The story is as follows
From a more seasoned vantage point, | thought that the head of Maudsl=y i
further refined, the original bearing all the hallmarks of youthful enthu
modelling. In keeping with the spirit of maturity, both of the Coll

ce, | decided to give a smoother finish and greater delingation
and hair, without touching the essential features of expression of the fa
cast made of the original Maudsley head and worked on it very :
great detail for some time. My foundry, at that point, had amalga
American foundry who had installed new casting technic

use of a vacuum to draw the molten bronze up into the prepared negative mow

technique avoided the use of a great many runners and therefore obyiated m

finishing process in the bronze. As luck would have it, mine was one of the fi

to be used, and because the seltings were wrong, the whaole th ng expladad
apparatus and | was set the task of doing it all over again. The only way to mest

disasters which occur with great regularity in sculpture, is with fortitude. crea Vily and

N plain terms, to do the whole thing over again, hoping it w




Simultaneously with this expenence, | also prepared a wax of the
created an innovation whereby the hair was totally abstracted. In :
two very tiny symbolic abstracts, one 2ach siae aboul the

One was an inverted horn te signify ot h

side, to balance this, | ¢ gqned a pearl of wisdo Wing

- - - i . o - b o= s = | - . i - w e o] .
abstract forms of the hair was like a perfect sculpture in s

2y ran in conjunction with each other. Thare were spaces between them and |

carved away at the wax so that the spaces penetrated through the thickness of the
wax which would therefore have come out as spaces in the bronze, T
was my inter When this work was successfully cast into

hmshers, who regarded lhe holes as some other kind

F oy
LI

proceeded to weld them all up again, taking this as some sor o

o re-doing the Stengel head, | omitted the fenestrations and left the

These busts were commissioned by a pharmaceutical company who presented them
n a particular occasion. The head of the company mac
speech, followed by an address by me. | thought | would take the opportunity to

f academic humour into the

a sort o
Contribution of Henry Maudsley to the
been long dead by the time the Institute of Psychiatry was establishe
orfunity however, to make some comments about the sitin
Maudsley head in branze al the Inslitute of Psychiatry. When it wa
the head used to stand culside Aubrey Lewis's office and he remarke:
couldnt bear It standing there, because every time he came out of his office, |
at him with a quizzical air, arousing great feelings of guilt. As soon as possibl

then had it transferred to the new Institute building which had been crested ar to




frontations, | set it up above one of the landings betweear

- 4 brae-hil o
ts own solitary glory, much as Maudsley ¢

ground and first floors. There it stood in its own solita iy

When questionad the subsequent F
chiatry about its position, stating should be mowved to
place as nobody went up and down the stairs

the Regisirars because they went up and down the stairs and would

Henry Maudsley and also the

would find their true situatix

ue Qescnoed

An example of Erwin Stengel's devilish humour may
pccasions when he gave one of his regular clinical lectures at the Maudsisy

graduate students in psychiatry would come from far and near to atte
which was usually filled to the brim and Stengel would pr
he would teach and exemplify psychiatric sign:
uctive. Al the l=cture in question
eqgory

SYIMpanms.  Fe did not fit into ally krnown cat =18

Iy

Inical picture Stengel was at pains to bri = Wiglk:

s e

1ac

the lecture, he said to the gentleman, "You come up to the Maudsley for other reasons

o

do you not?" "Yes" the man replied. “And what do you come here for?" engt

Stengel further 1 am one of Professor Eysenck's normals”, replied the

Everybody nearly burst with mermment but in due deference to the patient, sirence

maintained. Eysenck was, at that time, ruthlessly determine

analysis and Stengel, who apart from being a great psychiatrist

e el
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his own back and pointii
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(elald pill | 2 and, one {

on removed an

The busis of Henry Maudsley and

stand side-by-side on the mantelpiece of one of the maost elegant

Psychiatrists in Belgrave
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ECSTASY
Ecstasy began as a portrait study of the actress Tracy Reed, the
q

Reead, the film directar. Tracy was one of the bea

her high cheekbones and almond-shaped eyes

ness, she was a true subject for the study of Ecstasy

which toolk «

which rather left it in the unfinished state char

Ccstasy a g air and not only the portrait but the armature sn




RAYMOND ACKERMAN

y fine sportsman in his youth, paric
nost successiul businessmen in South Afnica, he
1age of sport wherever it was possi
rica. Due to the little time we h
to my living in L

covernngs and di out completely

over again, this time one and a half times life-size

The original bust was supposed to be at the
than that, because | am in the habit of bu

AN 3oy and | h: meregily ial S QrourcWwor befare

features. [he head had cracked in very 2shing ways., Amazingly

a large degree the same lines of junctions that the human

skull does In fostal

development, and embryologically-speaking, tissues come toge

Wogeiner aiont

2lner a0
cleavage and development. The head in that state, therefore, was a sor
a coming together, not only a cracking apart of a human head

the urgings of my assistant, to envelope the
fine colour to it by this time, in a thin envelope, a
had the purpose of holding all the cracked elements together and L

In this state, | sent the head off for bronzing and was able to wao

way, further integrating the elements of the portrait. This was now called"T

From the point of view of Creation, not only the head but also its 1

(=7

on its armature were significant and all was cast into bronze at that

followed an approach with regard to a head still vet to be described

that o
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The final Raymond Ackerman head 1]

mind. Firstly it was done from photog

rapns

head. This time, |

Maudsley

spitational portrait anc
Tiialnsl kel ur £

oy which he is well-known and admired

I built up the head very carefully accordin

ife
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able to model an
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Wil

always facec a particular problem when it

then, most people have accumulated extra folds

there as a result of ageing, illness, waor

hey don't necessarily denote t

create a work of a man of his age without
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Was apprec

judgement. When anyone him,
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1 give the exp an

g 10 dimer

absolute likeness in terms of his physic

ry, OVerwor
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WOorrying
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the eventua

v did not bear m
The exp

d and survive

ade with

hie way
= Wy

nad done i

d WOre &

IMarke

o the sitter to iIndicate

f

1SI0NS WhICH

lowing the many photographs taken of him fc

al farm

of skin ar creases
K Or somestimes

| decic

D0 UL

d to bring out. Here

ssful, whose
his o
of

QUMmImer

and straightforward

denoling the vario
Was a
Work broue

esly

(e sechc

-
Wl

Sl Tk
el i

an
=it

Nt be

@nd

Vi




b oy 5 = e
na 'I:'_.'-N..}:,-. G SUpeErmcia

=y - - sl sackebs ¥
reatures i a simphcity which | strow

Once again, my friends at the foundry tock a hand

of the wax on which | had worked further, the eyes

pecome grossly aistortea and we had to make a further

The mouth retained | lues in the second wax cast, but somehow th
gane awry 3f forced to do something | had dreaded for year
madel elegant structures such as the expression in

foarmula for the expression of

carve them out of circles

|:::1:'[.-T,:|I;!|'J.- parallal and 1‘:'|1.J| In ax S10N, MakKIing In my opinion, 2

When modelling the face, everything 15 done in such a way that the

nch the eyes are perceiver, and the
¥

Y that the corre 2XRression somenow 2me




PROFESSOR DOROTHY RUSSELL




THE CREATION OF ADAM




DAME BETTY PATERSON




LATER BRONZE SCULPTURES

MILLENNIUM MESSENGER

Cine of the denmbions of art 1s the captuning of chance, or the accidenta

I, n pleasing
and aesthetic forms. The resultant work is at once a discovery and a piece of
'3

ariune

two casts of The Revelation were delivered i
One of them was the original belonging to The Vatican, ar
request, to be sent back to The Valican, having been borrowed fo

Holocaust Sculptures Exhibition in St Paul's

The resultant shape of the sculpture being packed in bits of bubble-plastic and
corrugated cardboard, was so pleasing that | determined to make a negative cast of it
and produce a positive sculpture

Frior to doing this, | enveloped the whaole o

=

sculpture in a thicker plain plastic sheet, so as not to damage the p

days | had cast this sculpture,

al
I

which is about 2 metres high |
separale "IFIl-.'l-'fE and, in gue colrse a0ain ;"!r::l:‘,,,i,',-_':'-j'j 3 poOSive 1IN Dl

The imperfections of the fitting of the two halves and the markings left by tt
covering of plastic produced completely surface markings on the sculpture. Part of the

although not of the same 21

T
sl




matter. The essence of The Revelation had been imparted in some subltle way to wh

Wids MoV = :.Z-"_;[IZ[J'E:_‘l'_' ¥ MEwW farm

'.‘.'.__' i }

1 all these ideas which were basically developmental as in the
Monsters, | could perceive rather ancient forms which would

or futuristic daspecis
At what became the rear of the sculpture, there were three separate as
had cut the negative mould inta three pieces and these had the character
eroded blocks of stone from some arch zediogical excavation
the sculpture took on the form of an Egyptian statue with the gentle
stomach extending downwards into the solid forms of the legs. ALl
evident that | should carve some foliage in contrast to the stones

gl'i‘.'.'.'.|" Whereas on the upper side of the statue there was a spl

within which one

| had some diffic

n plaster, and needed to make a hole in the sculpture in order to reinforce this
connection with some steel rods. | decided to cut out a rectangle at the bottom front
end and, thinking to do this as meticulously and carefully as possible

removing a rectangular piece of plaster which | |aid aside, thinking to put it back

and disguise the fact that the hole had ever been made with =ame plaster
thinking, however, took a different turn and this rectangle becam

lemple. It stood a litlle off centre between the Egyptian legs, whicl

fr

om the point of view of classical Egyptian sculptures. Play

rectangular piece that had been cut out, it fitted perfectly when rev




llised the deslruction and fall of the temple. At this paint the sculptire
was nearly completed, except for a rather bulging front surface, about three qua
2 Way up his form has a pregnant quality, similar to that in the Preanant Form
also could be seen and further delineated, from one y be the shape of a D=ita
Wing aircraft of the future, as | worked into the plaster so that the hessian becan
evident underneath nese were burned away with a small buta
st interesting surface

aspects were formed by
=

the creases In the thick |

| Revelation

kK In the |'.'|.1!'E'.'.I'! was 1o integrate ail thes

e forms, smooth
necessary and above all to obtain the comrect balance of the figure, which g

L) R - 1

presence

When the work was finally bronzed, | decided to use a polychrome patina to ex;

the movement and progress in the work. | used blue over the D

where the foliage extended upwards. Gold was also used in paris

the patina, a very sensitive final surface quality was obtained., The

in the bronzing was to give the final balancing of the figure. The sc

the perfect point of balance in its vertical presence, from every direc

was achieved, the final balance for the sculplure, which had to be done several tmes

=

including the welding, was the positioning of the temple door, which then t rought all

the elements and integrated them together
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HOW STRANGE THE FATES

This sculpture is nol only strange to me, but must be one of the strangest sculplires

ever made, Evenits origin was strange
ending a fax to somebody, | cut out a small rectangle of the
ending of the fax and pasted it onto the letter appropriataly. Quils
kind of glue | would never have used for t
is something which comes out of a tube, is very thick and
tube, | fearlessly and somewhat rhythmically, ancinted the back of 1ha

stuck the piece down. This paper has a rather curious chemical guality and

instance the reaction of the UHL glus with the paper produced markings which came

through to the other side. What | saw when this was done was the design

fure. A sculpture which became How Strange The Fate I he idea for this 5

me almost as soon as | saw the design made by the glue on the fax paper. On the e

hand side 15 a small hgure of a man, or a person, fn:".r‘r; a rather strange 3nd

threatening object held out towards the person, and emanating fr

form at the other end of the design, something like the tentacle oi

other curved shapes emanated from this organic form at the same

figure of the person below in addition

| immediately set to work to make this sculpture with a metal armatir

The Fates were represented by two curving shapes, one of which spirals upwards and

the other takes a curve d The menacing head facing the figure is symbo
lime, saying in effect that whatever is to happen will happen now, or at its appoinia

time, and there is nothing you can do about it




ign af the sculplure had to

fate were two soft ;
2ssion of box-like

or factor which almost haphazardl

other. Each of these s

the Fate. Once these

contribute finally to what produced the effect of
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completed and t
he arabesqu

had hardly
=gcient of all similar forms in my wor
this was accomplished satis

ligure to protect it but shil ke

] the base. In general one can cor
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THE HOLOCAUST TRIPTYCH

One of the significant lessons to be learned from the Holocaust is

Church by anti-Sen

threat posed to Ghnstianily and the Christian

f racial and re QIoUs perseculion

d Christian maral and

an unstable world, the cl

> civilised principles and

religious teachings require strengthening in order to preserve

ta combat the rising tide of anti-Semitic and other intolerance’s

culplures w

Il be set up permanently in a The Holy Cross Church, Kreuzl

Berlin as a memaoaral to the Holocaust

The most destructive episods In human mstory should not be far

creative spirit of reconciiation, should be seen as a precl

Jews and Christians peoples as




THE MAKING OF THE HOLOCAUST TRIPTYCH

Cine Sunday afternoon in 1853, feeling rather out of soris, not havin
for several months, | decided to attempt

drawing emerged of a Christ-figure h
...I ..I ' =F -

The figure had a curve along running from the left side of the head down to the &ft
arm that was reminiscent and characteristic of sculptures | had made in South
called ‘The Kiss' and 'Mother and Child. When | had shown

sculptures at the art school in Paris, the response had been

works were too soft and | was determined to harden my work with

this drawing the soft line reminiscent of William Blake had emerge

The drawing occurred at a point in my analysis when | gained access within m

my strongest creative and loving feelings. When | free-associated in the analysis
the drawing, it linked with my work with the French Gothic of Chartres, Cimabue

_,.I

all the impressions of my European tour 18 expectation that my desire to create
sculpture from the drawing would be diminished by the analytic
proved to be quite false. Instead, | found myself in the grip of

make the sculpture life-size so that at the end of the session

the matenals to begin work

On a large square wooden base, | fixed a stout metal support

steel rods of the armature for the figure. Due to my punishing clinical schedu

only able to work in the evenings and at weekends. The fervour to build the figure

was maintained and made the intense cold in the unheated ground floar studio




somehow irrelevant. During the winter, dressed only in a shit and shoes
myself as model in the mirror to fashion the lower half of the figure. Slowly the whoie
7
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sculpture grew In clay. Af the oulset | had expenmeanted with altering the -

and attitudes of the figure, making whatever changes were necessary
flow of the work, but in essence it was not possible to depart

and spiritual ethos laid

make a major sculpiure

Engrossed in thought in the darkened ante-rcom, with the sculpture

the far end, | was aware within myself that Michelangelo and Leonardo da

struggling for my soul. Michelangelo emerged the winner, being the better sculctor

but it was h:,.' no means a for 2Jone Conciusion

I'ne nigure of clay on its steel and lead armature had to be kept wet under covers to
prevent the clay drying out and cracking. The covers could not b

clay to avoid damaging the detail of the modelling and at the be

every modelling session the clay had to have water poured over

crouched beneath the raised hands of the figure to work on the |

of water from Christ's hand fell on to my forehead in a symboiic baptis

struck motionless while | pondered my position. The symbolism with which
imbued the work, was now acling upon me in turn. In a dilemma, | considered ihe
implications of my apparent baptism but | rejected the notion as pure fantasy as |

was a Jew and would remain so

The sculpture was called ‘The Revelation' as it depicted a hypothetical moment
the life of Christ when he gained insight into his identily. Christ

that he was subject to the experience of insight, but being also




was total. The work therefore confained in symbolic r

element of the Fassion to come

Tne horr

and Christian symbaolism

m on the most sacred occasion; the cornucopia that contained

gifts; and from certain angles the horn became a cross that was not

supparting right hand but passively allowed its passage as a crucifying age

sharp end was about to penefrate s ymbolically intc

for crucifixion

that was willingly presented

= of active allowing and passive experiencing

this dual attritude

own destiny, albeit in a8 passive way N being a

clive assive elements were also integrated into

aspects of the personally wnere SEXEs galned

i3 ns

CrUCITXI0n

The left foot was firmly bala reminiscent of the earthiness of ivan

nced on the earth
and Chnst's many walks., The nght foot was raised in readiness for crucifixic

sought to remind ocbservers of the Judaic onigin of Christ; to redeem Christians and

Jews from the centuries of anti-Semitic persecution so that the

hatred might be eliminated and that each, Jew and Christian

peacefully and creatively for mankind

Finally and firmly, as doubts nagged, | decided that no baptism |

vy

was all in the mind, and my Jewish identity remained unshaken a




ds lo visit my siudio where 'The Revelation' siocod complelsly

I was Sunday evening and first thing on Manday marning

.
r
-,

the mast expert
from the Royal Colleas of Art were com
opened the door of the studio and placed my friends in the dark
he most dramatic effect by suddenly switchir

had positioned myself so that | could see their reactions. It was muic
than | expected as looks of horror and consternation appeared on their faces anc
turned in dismay to see that the whole of the front half of the figure's |&ft leg, fram the
groin downwards, had separated from the armature as

collapsed on the floor. The cause was clear

water to enter some fine cracks and track down the armature the '.""":'.|' 0y

Forlornly | tried to interest them in the rest of the work, but they departed

¥ leaving me
alone to work most of the night repairing the damaged leg in tim:

arrived on schedule. After a fortnight of bending thick steel

armature, they cast a perfect positive of the 'Revelation’ in plaste

to a small apartment and for many years, in my newly-bought hc

was in storage until 1962

The plaster statue of 'The Revelation’, out of storage, stood in the studic al

Charlecote, with the harn held aloft, and the hands in an attitude of supplication

was stirred and impressed as it was nearly ten years since the casting of the
and it had taken on an independent life of its own. What |
figure was its skirt -like apparel as well as the soft curve that

"

the head down alang the left arm. Which had been a feature




spent hours gazing at "The Revelation' wondering

it was viable and acceplable as it was. | should have made a second C
incorporated any improvemeants as a new work. But | was dete

should be a work of perfection, with no imperfect precursors left

changes | made were to be on a make cr break basis

square-ended stone-carving hammer. Mo other tools or implement

| hammered at the bronze-coloured plaster in a mood whicl

analytic theorists described as 'neutralised agg

surface with my repeated hammer blows ant

surface until it became white and more. In places the varnished i

- - - P T = et e ] TR RS Y i n ol el e =
armature was exposed to the light of day. Shards of plaster flew in all directions

worked, skidding over and littering the whole studio floor. Gone was the skirt and !

curve of the arm, which, to make logical sculptural sense, meant removing the whale
of the neck so that the head was more erect on its two bared armature rods. Mo

thought or anxiety occurred that | might spoil or damage the work a

away in a mood of total calm

Suddenly in the midst of the action, | became conscious of the syr
hammering. | was beating Christ! A numinous feeling overcame me

the hammer and had to run out of the studio. Only after some lime w

continue with the work




This new versi f the work took some years to complete as many hours

spent in contemplation F'.-'E%'_.' square centimetrg requirsd Wi

hammer and with E'.I'_'T‘!';"-’_;L1I'f'i"-'1_] chisels until | could Br O LI

Before its completion, | was invited to present a p:

analysis and Art in Normandy in France. In my paper; ‘Psycho-analysis a

Sculpture’, | explored the development of the body-ego in relatic

medium of m Y OWIN WOKS as examples

ihe examples, a man ompany he

The Revelation was present
Councll of CGhristians and Jews. The statue n
the Vatican and was loaned for ti

making of a second bronze cast

I'he making of the Revelation has already been describe

the Triptych where some years after the Revelation had been cast

enquired whether the foundry possessed the original plaster mode It was sl the
and they agreed to send it to me, but took liltle care in its despaich. One afternoai :
large truck arrived outside my house bearing a very fragile, battered plaster Christ
that had been left out in the rain and shaken almost to bits by nol being propsily
secured for the journey. The statue stood high above the

and it was immediately obvious that any altempt to move it woul

would dislodge mare bits of plaster off the metal armature that w

Urgent treatment was called for. | recalled there was some used




the bathroom lich with great care | wrapped
preparation for taking it down. Gazing up at the seven foot high figure that towered

perceived the situation to be analogous to taking Christ down from the cross
applying the bandages was like wrapping him in

spontaneous symbolisation of the Deposition resulted from the real

2 sculpture

- I |

The plaster cast was successfully transferred from the truck to

incident and imparted an aura of a unigue new piece. [he arn

etance d-r the l=g

to facilitate the casting into bronze and the stance of the legs
g of the bandages into a classical draping that regquired
except to soak them in plaster of Paris to make them an integral part of the work

further consicderation | altered the facial expression into the miracle of

triumph of Chnistian resurrection and Jewish surviva

The figure in that stale was complete and called Echo the Survivor to transport

foundry | built a cradle out of wooden beams to secure il
cross for the third sculpture. The inspiration for this new third f
durina ite casting in -p = FallAawir LT '|_‘.'|1 o | 5 e =Ta! |.|"|'
during its casting the following way. When | examinead

chasing department after it was remaved from the mouid, there

of the legs needing straightenir To do this meant cutting the

sefting up a frame in which the onginal plaster cast and the faulty bro

aised up and accurately compared and the distortion dealt with, | was altempting to
make such a frame when the foreman suggested we use the heawy hoist
bronze cast was raised up quite high where it struck me as appearing to

for crucifixion. | decided that | should make a third figure frem the same basic




i - T i riicifiaed mart
ir cast that would in some way De cruciied as pan

n the Holot

beam for the vertical support of the cross was an old joist

t full of character from old nall marks and stnpes

L=

came fo making the cross-piece oul of similar timber

= T W S A ] P LT F
rOSs Was ar teqgral part of the holy ¢

incarporated in a sculpiure designed o condemn Mazi atroc

a crucifixion. As a Jew, Ch

- - e i1
thought applied to portraying

crucified by the Nazis, which was holy

lerrible atrociiy
nte my mind came the idea of impalement
t, but it persisted

nomole 10 depict

such points in the creation of a work

important decision of one's life that tests one's artistic

Tt Talsn

aesthetic judgement. These moments

and one's identity as an arlist

The decision to impale the figure helped solve the problem o

bolting one side o

stood for an arm of a gibbet. and a place for impalement

Wooo

he would have been 5l

But which? There was a limit of the harror o wi

of Christ

L

k

of decision determine the veracity «

ane

, =
Ll

i the cross-piece

expenmeantad

||J
il

the cross-piece to the upright | produced a false cross ihat

% e

3L




rngnal plaster cast was by this ime in a delicate state, almost in pieces, ana

required wires to 5'.1":7|'F_"“'.| it from the cross-piece While | was u'-.-l.'.:"r-.ll"ig on it

re scthatitr

lower half of the figure se

oA - - s " B ~ - Tl ot e
:d upside down swinging to and fro. For the figure to co

threatened the viability of the sculpture, but the harmonic rhythm  with which the

swung suspended by the wire, meant the presence of a dynami

me decide to incorporate it into the work in that position. | ¢

separate halves though related should have ther own unigue ing

In a week full of incident

the door. The car which we robbed of its radio while being repair=d

urther accigents occurred thal contnouted (o the eventual design of the sculpiire

| etweaen a frue-sized photoce

wWas set up In the studio

e Revelation an the left, the original of which was in the Valican

the Survivo n bronze mounted on a wooden base with

f."l: Was F =
SICIE vdS CCNo

squared edges. Around midmight | was warking on the lower sec

the reversed leg of the figure, when it slipped off the retainine

crashed against the sharp point of the wooden base and sg

| was crouched below and | lay back on the floor engl

plaster

had heaped these misforiunes upon me out of the blue. This {

surely meant the work was at an end. More out of habit than hope

tagether the larger fragments of the foot, bound them in place on the armature and

t to bed. In the morning | was amazed to find that the basic anatomy of the faot

had been preserved and that the armature had been revealed to perfection iy the

missing pieces of plaster. The crash had contributed to the making ef the piece

exposing the metal armature as a symbol of purity and inner strenath. In keeping




with the idea that the armature was the medium of spintual exj

the face of Christ leaving the armature of the head intact, thu

armalure as a unitiing structure runmng through the torso I'he

r bronzing

Maming the last two sculpiures presented consider

name of "Acroscity” because the work depicted Christ on the cross in an atrocity that
was also an obscenity. The impaled torso represented Christ with the revealed
armature representing his ind

racial and religious intolerance was not to be

{ went against the teaching of Christ personally

Christian Church with its institutions, founded by

down in Rome. |t was the duty of the established Church 1o erar
and racial and re

Echo the Survivor was so named to celebrate the Resurrection

the Jewish people with their ancient spiritual values intact after

that echoed of centuries of persecution

| will emit the design problems in fixing the cross and the leg to the base, bu
describe my experience finishing the bronze sections of Acros
turned into the acme of sculptural creativ | used a pReumatc
bronze torso and leg continuously without stopping for two and
hours a day. | was so engrossed working alone over a wee

foundry that | became part of the sculpture process, merged with the grinde

any conscious awareness of what to do except grinding. The unconscious had takan







THE REVELATION

TRERT 2Tl

51, His insignt 1s 1ota

therefore symbelises all the events of the forthceming Passion




ACROSCITY

assumed Christian guise at limes

re express the cold murderous rage of the Holocausl 18 U

portion |s upside-down, resembil

cifixion of St Peter, who is a symbel of the established Church

 threat to Judaism and Jews is therefore simultanecusly a threat to Chr

and the Church with all its ins




ECHO THE SURVIVOR

Echo The Survivor celebrates those qualitie

and destructiveness yet devise

t of view, Holocaust survivors have shown the capacity f an

ancient faith and people to overcome genocide with their moral and spiritual qualities

intact. The bindings placed on the dead Christ during the Desce

are strained as the f Jure fnises in majesty, as an unc

Sirit

ructible spiritual values of mankind are symbolised by the protrud

armatures within the ngures




JOHN HUNTER (1738 - 1793)

Surgeon, anatomist, and founder of surgical pathology.

The problem in making the bust of John Hunter was to achieve accurate proportions
and his facial likeness from a small photograph. In particular | wanted to bring out

his determination and strength of character

John Hunter was born near Glasgow and came to London aged twenty, the same
age as | was doing his portrait. He came to join his brother William, who was already
well established medically, and enrolled to study surgery. For the next eleven years
he studied anatomy and physioclogy, then spent three years as surgeon in the Seven
Years War. A few years later he was appointed surgeon at his old teaching hospital,
3t George's. He never forsook his love of learmning and research, for the
lucrativeness of consultant practice. His prodigious labours in the creation of his
surgical museum resulted in a collection of 13,000 specimens. This work is

enshrined in the Hunterian Museum at The Royal College of Surgeons of England.

On the 250th anniversary of his birth on the 14th February 1978, the numerous

areas of his researches were debated at a series of scientific meetings, culminating
with a reception attended by Her Majesty Queen Elizabeth and Prince Philip. The
British Medical Journal expressed the modern surgeon's veneration for this great
man, ‘whose labours provided the origins of the science of surgery based on

observation, experiments and the basic principles of biclogy'.




SPIRIT OF MY YOUTH. Woodcarving. 1947,

Of the wonders in biolagy, the emergence of the butlerfly from it chrysalis rates
highly. The transformation from medical student into fully-fledged doctor is equally
marvellous if less obvious, especially to the person concerned. The change in status,
the new opportunity to perform and grow on life's next stage is miraculous at the
moment of realization, if barely comprehensible. Particularly when the mutation from
youth into maturity is usually imperceptible and life experience of change is limited.
My only prior observation was from the side of youth, which at the event seemed
even quite momentous

My school was sports oriented, in a country where rugby was regarded as a higher
calling. Playing rugby for the school First team and earning one's colours was the
ultimate schoolboy life-experience, Little wonder then, returning to the school in
Pretoria, after a home visit at the beginning of the autumn term, with everyone
already in class, | went straight to the rugby notice board. There the teams were
listed for the first matches of the season. As captain of the Under Fifteens the year
before, | consulted the Second team list, where | expected a place almost as of right
To my dismay, my name was missing. | turned disconsolately.to the Thirds, where it
was also absent. | had been dropped altogether. Almost as an afterthought, and for
the sake of completion, | looked at the First team, where to my incomparable delight,
| had been chosen to play as the outside centre-threequarter. The match against a
rival local school was very important. it was to be a curtain-raiser to the Saturday
afternocn interpned to make my first portrait sculpture,

JOHM HUNTER
Surgeon, anatomist, and founder of surgical pathology

1738 - 1793The problem in making the bust of Jehn Hunter was to achieve accurate
proportions and his facial likeness from a small photograph. | particularly wanted to
bring out his strength of character.

John was born near Glasgow and came to London aged twenty (the same age as |
was doing his portrait), to join his brother William, already medically to study surgery.
For the next eleven years he studied anatomy and physiology, then spent three
years as surgeon in the Seven Years War, and returned to London. He was
appointed surgeon at his old teaching hospital, St Georges, but never forsook his
love of learning and research for consultant practice. His prodigious labours for his




WHITHER?. Woodcarving. 1944

The year 1944 marked the turning of the Second World War in the Allies favour
Great efforts were being made to overcome the Nazi stranglehold on much of
Europe. This apparently diverted the Allies from defeating an aim that was being
fiendishly pursued with utter ruthlessness by the Nazi hierarchy. This was the Final
Solution which meant the total destruction of the Jewish race. Jews had been
systematically persecuted since 1933 when Hitler came to power. Evidence had
filtered through to the West of Nazi atrocities in the concentration camps and deals
were apparently offered by the Nazis to save Jews in exchange for war materiel.
Mone of this brought any relief to the millions of Jews threatened with genocide,
theugh individual acts of hercism to save Jews were perfermed by many righteous
gentiles

The sculpture "Whither?' depicts this tragic situation. An elderly man, dressed in
Jewish traditional style with yarmulke and long jacket, sits pondering his fate. The
world he represents is being torn apart, and he himself is doomed to disappear.
Meanwhile, the world is silent

The sculpture is carved directly in an African hardwood called mavula, and was
completed in 1945. The compaosition of the figure is set within the woed in such a
way that the grain follows the lines of the form. This link between form and medium
became an aim to strive for in all subsequent woodearvings. Here, it enhances the
warmth and integrity of the old man, but adds to his sense of isolation and despair

The seriousness of this subject was consistent with what was happening in the
world, and also reflected the engrossing nature of medical studies in the wards. Not
that one didn't have fun as a medical student, one certainly did, and in wonderful
company with fellow students and the nursing and other professions. But there were
opportunities to learn about the vicissitudes as well as the pleasures of mankind. We
were encouraged to attend the casualty departments especiallly in the evenings,
through which patients were admitted to the wards and to follow their progress. In
the dead of night. or rather, in the early morning, it was fascinating to falk to the
tramps who would come in for warmth in the winter. They would unfold a whole life
history, quite unimaginable from their appearance and status. Somehow the idea of
portraying the human condition in sculpture was born there, akin to Balzac's
Comedie Humaine.

The following fifth year, in addition to medicine and surgery, we had intensive
practice in obstetrics. The birth of a baby became in my opinion without parallel in
human experience. | began woodcarving depicting a baby in the foetal position. But it
was inconceivable that it could or should exist on its own. | therefore added a life-
size male and female head at each end, so that the forms merged into the unity of
the family




was 50 overwhelming [ felt | had floated completely out of the room. Afier while the effect
was of speaking to an old friend, someone known and loved, and to have suddenly made their

CII:_'L|Ll.'EIiI'IlLI.!1C';.' once morc.

Soon after my arrival, the Tories won the election and [ joined the celebratory crowds that
filled Trafalgar Square. England’s soft light was totally atmospheric in contrast to the harsh
sunlight and bold colours of Africa. The autumn evenings and subdued street lighting, were
an inspiring chiascuoro in grey. The ravages of the wartime bombings were still much in
evidence, and | stood in awe before St Paul's Cathedral the symbol of invincibility of the
British spirit. [ had fantasied about setting the Thames alight with achievement on my
arrival, but the Thames resolutely refused to be set on fire instead like the British people, 1

began to feel tired and worn.

Whether 1t was an after effect of my years of effort, the visits to personages o whom [ had

letters of introduction, or the high level of central heating where | was staying, my optimistic

spirits flagged and a sort of regression occurred in which I found it difficult to leave the flat

before the early afternoon. The treasures of the British Museum with its art-filled galleries
made me question what need there was for any work of mine. At the moment of this doubt |
heard the sound of an airerafi overhead which aroused some primitive anger that made me

wish the plane would crash. The fantasy worried me more than anything else.

An uplift came when [ visited Anna Freud in her Hampstead house in Maresfield Gardens.
Paula, the housekeeper escorted me in the tiny lift and ushered me into a small study on the
first floor, where | waited with embarrassment to be wasting the time of such an important
person. Miss Freud's simplicity and directness of manner, as well as her solicitude for my
welfare was encouraging, but did not eliminate my urge to leave so that she might attend to
more serious matters. She approved of my plan to travel and study, and we left it open that |
should contact her again if possible on my return. Her opinion was that with my experience

and notions, [ should train as a psycho-analyst,

After five weeks in London, [ could not wait to leave. My friends, Ronnie and Stanley

Dorfman were going skiing in the South of France and [ arranged to accompany them on the
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At the bottom of the hill, two men stood arguing and one of them motioned to me to assist
him. The other fellow was wearing a black flying jacket and was apparently a pilot trying to
sell two new Swiss gold watches they were bargaining about the price and feeling no risk of
personal involvement I offered to monitor the transactions into which I became subtly drawn,
Having established the high value of the merchandise and the low asking price, which the
would-be purchaser was unable to meet, [ was offered the opportunity to take over the deal.
I'here was an additional inducement in that the pilot was flying to Switzerland the same day
and would return bringing more watches, and purchase the two watches or sell me more
should I desire it. My confident attitude now took an opposite direction. Having faced
danger in no uncertain way successfully, wasn’t I in the position to take a risk and make some
monev? Fifty pounds was not going to go far and there was a girl to be entertained as well
As a result forty of the pounds changed hands as I sucked on the straw of greed. The two
men handed over a telephone number and disappeared separately with a *ciao” as 1 was left
holding the two watches pondering my good luck. The police confirmed the name and phone
number as bogus and looked benevolently on another innocent abroad helping build the
[talian black economy. In great pain and embarrassment [ realised that I had been hoaxed and

| telephoned the stewardess, regretting our not being able to meet, which disappointed her

deeply. My mood had turned from sombre to black at the realisation of my foolishness, |

went to bed filled with anger and anxiety. My whole trip to Rome had been spoiled and I
considered an immediate return to Paris before all my money ran out. [ decided to see what
the morrow would bring and eventually fell asleep. during which I had a most significant

dream that contained a momentous decision.

In the dream my brain was split vertically in half, down the centre. exposing an image of the
brain’s medial surface in the way familiar to me from my neurological studies. The day’s
stress had carmed over into the dream and become linked with deeper conflicts about whether
to follow art or medicine. In the midst of greal stress in the dream a voice within said
“Choose medicine”. A decision had been taken unconsciously for which all the suffering and
self-abasement over my foolishness seemed worthwhile. Somewhat relieved by the outcome

[ decided to stay on in Rome within the now reduced limits of my finances.
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LATER BRONZE SCULPTURES

MILLENNIUM MESSENGER

the definitions of art is the capturing of chance, or

: forms, The resultant work is : a disc

5 dl once

I Sisbsbar 10040 Binm o D R e T
In October 1984, two casts of The Revelation

One of them was the ariginal belor

1iest, to be sent back to The Vatican,
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face markings on the scu

idea of what the sculpture might come to be, was that

Holecaust Sculptures, hinting at a sort of series

n were delivered
1ging to The Vatican

having been borrowed fo

d to make a ne
Prior to doing this, | enveloped the
, 50 as not to damag

is about 2 metres high in
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although

the accidental, in pleas

COVErny an
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my studio by
and it was all packed
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bits of bubble-plastic and
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whole of the
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packing
the packing, into two
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/2 In plaster.

markings left
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the continuation

not of the same subject




matter. The essence of The Revelation had been imparted in some subtle way to what
was now a completely new form.

With all these ideas which were basically developmental as in the case of Dreams of
| could perceive rather ancient forms which would give rise to modemn

everyday or futuristic aspecls

At what became the rear of the sculpture, there were three separate aspects where |
had cut the negative mould into three pieces and these had the character of ancient
eroded blocks of stone from some archaeclogical excavation. The front lower half of

the sculpture took on the form of an Egyptian statue with the gentle curves of the

evident that | should carve some foliage in contrast to the stones, as symbaolic of new

growth. Whereas on the upper side of the statue there was a split like a pod opening

I had some difficulties in attaching the sculpture to the base | had designed for it, also
in plaster, and needed to make a hole in the sculpture in order to reinforce this
connection with some steel rods. | decided to cut out a rectangle at the bottom front
end and, thinking to do this as meticulously and carefully as possible, succeeded in
removing a rectangular piece of plaster which | laid aside, thinking to put it back again
and disguise the fact that the hole had ever been made with some plaster. My

thinking, however, took a different turn and this rectangle became the doorway of a

temple. It stood a little off centre between the Egyptian legs, which was very fitting

from the point of view of classical Egyptian sculptures. Playing about with the

rectangular piece that had been cut out, it fitted perfectly when reversed so that the




rough interior of the plaster gave a completely new form and texture to the temple door
which now symbolised the destruction and fall of the temple. At this point the sculpture

d, except for a rather bulging front surface, about three quarters of
the way up. This form has a pregnant quality, similar to that in the Pregnant Form. It

also could pe seen and further delineated, from one side, to be the shape of a Delta

Wing aircraft of the future, as | worked into the plaster so that the hessian became

inderneath. These were burmed away with a small butane burner to leave a
most interesting surface pattern, that gave character to the whole work. Other surface
aspects were formed by the creases in the thick plastic with which | enveloped the
griginal Revelation.

The final work in the plaster was to integrate all these forms, smooth wherever

necessary and above all to cbtain the comrect balance of the figure, which gives it its

When the work was finally bronzed, | decided to use a polychrome patina to express
the movement and progress in the werk. | used blue over the Delta Wing and green
where the foliage extended upwards. Gold was also used in parts. By rubbing down
the patina, a very sensitive final surface quality was obtained. The most difficult aspect
in the bronzing was to give the final balancing of the figure. The sculpture had to be at
the perfect point of balance in its vertical presence, from every direction. When this
was achieved, the final balance for the sculpture, which had to be done several times
including the welding, was the positioning of the temple door, which then brought all

the elements and integrated them together.




Early on in the making of the work, the name The Messenger had come to me. Almost

al the same time, | discovered a couplel by ************* which ran: "This is the death of

ol LU

ages past, and the birth of the age to come."

expressed my aims in this sculpiure perfectly. Finally |

A

e Millennium Messenger, heralding as it does the Millennium

In this sculpture were the ages, and the symbols of the

aast, with the greenery and the seedpod and the hopes of the age to come,

=L

have not yet revealed themselves




EARLY SCULPTURES
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SPIRIT OF MY YOUTH
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AUSTRALOPITHECUS PROMETHEUS




Fersadl ntf avesnadirta o  kayn poegis Elund dt dekn th it sipgrly enetanbli e medicines, was

rather mechanical and did not bring into play the doctor’s personality skills. However
danfeda mmoiish s had mewrsdskdhe history of medicine that was to revolutionise

the treatment of infections and save countless lives. This was the discovery and

JUBAI¥PHERRfMNAY the half of allower mandible of a pig had been U

actvity. Dart concly =1 Ihat Ausiralopithe
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MOTHER AND CHILD







HEAD OF ST PAUL - CHARTRES CATHEDRAL







principie of Desca

nimself as bringing sc

a and contributed personally the £50 towards its final bror

» poorest but
| Hospital with its 700 year history
life and literature as Be

Werng

bald, dome
The total imp

2 reaction was not to make him as he appeared in full
had proved | could do with the kloppies Superintendent's head, but rather

him close to his likeness as a man of vision and ideals in ihe cause of psychiatry
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ADAM AND EVE AND THE FALL




SELF PORTRAIT




LADY KATE ARCHIBALD




EARLY PORTRAITS
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was elected as a Foundation M ar of the Portrait Sculpture Society and

exhibition for some YEArNS
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THE SUPERINTENDENT
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his pipe and, when | realised it, so did everybody else on the permanent m

LnNIson

This must have made a deep imprassion on the patients wi
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the chronic wards which w
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to make cont:
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5 later, back at

e finals of the psychiatry exams, | was

a Sup

farming

| was not ves




superintendent’s reply

was no name against the mamn speaker. | asked the MOH who this was

CN S{00C The

T e

S Maln BUusiNess ¢

ointment and election ¢ cers to the new Pretona

became perfectly obvious to me that no-one from the Government Menta

beean invited

This was curious as Weskloppies |

the whole of the mental hospital services for Pretoria, As the meeting

which it did instantly, we sat down, and the true purpose of the meeting

which was to appoint members of the Committes, probably

y
4

under the aeg

Broederbond but ostensibly with the connivance of the Professors of Psy

University of Pretoria
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10 exception. | thanked them for inviting

g whalsoever

hospital and workin
LS lial Sl e Wi i

young people w | ted suicide. and other problems in comn
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health, ending up with the Nork Colony
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CHRONIC SCHIZOPHRENIC LADY

| wanted

meone wil s cooperative, and in whom there

af the main characteristics of the condition. The splitting of the person:

with reality to some

portrait. | had no feeling that | was taking advantage of the patienis |

the contrary they seemed to |
15 1IN vain 1or a suitable parson
20d 1N ag

uced the ideal candidate. A won

y quiet and help
a silly

Oy e . - - - - -~ -
=he was lost in her inner world and out o

naa already sel up the armature in preparation 1or ner arrival with her n

The two of them sat in the grass chairs provided while | rapidly appli

I'ne wo

armature. 3000 a basic head was ready for more detailed work

been watching intently, rose o her feet and approached the work

rself in an inaudible undertone, she proceeded o make magical marks
of the face. The nurse questioned whether the patient should be allowed |
but | was fascinated by her behaviour. | had the thought tha
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create a piece of unconscious symbalism, by having access to the deeper asg

i o i mp = It £ T T N it bl e = o
f the mind as a result of her psychosis. This wishful thinking, because in s
WhIG

1 the portrait. She would rise ti

whrik by e
W ILT AL

clay surface, so that it was impossible to procead

cantrol of her

12 patient making her ds
have her sunk in hallucinated stupor inthe chair
to be done. In the finished portrait she is out of touch with her surrounding
hallucinated. Har
across he

smile is xen if the observer moves across the front of the work

disparity between the vacuous smile and h Serio

llusiraie sChiZophrenic personalty aisinegraian of
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NOBLE AFRICAN

Vorking with a very noble-looking old man of gre
practice an ideal of modelling. | v d scarcely

O

u = HHELES U Lid)y SPHHET ROLHC T

press
. T ro=Ee] =edbiet ! o T s e PR el | B T |
ceETWweEen siier and artist IS Process o1 (ne acaimon o i

'.Z|L1'," was a [otal depariure from that of direct carving, where one removed Ih

unnecessary COverings of the medium such as the wood, to reveal the farr

The old African sat immobile with great dignity. tried talking to him through the

rse-interpreter, but o no avail. He never spoke much. It was however
» gxchanmges between them, that he felt honoured to have his portraye:
eased with result at the end, | signed the work with a finger-print impresse

» clay, which was rendered into the bronze casting. With this wark | hag mas=

art of modelling
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STEPHEN
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PORTRAIT OF FRANCIE HOGLE

active child anc

Francie's features and shape so th

Hd? EMN NOONGT
SHNIAHYD TIIH dv3LsdWYH ‘E

£
NISON ENOWSI "Na




HONEY RUMBLE

Africa where he had
housing projects
Dles were
gh a family conne

portrait of their daughter at that time who was a

While this was in the making

personal detasls

Yy

future, the lady informed me that the portrait bust | had o

commenis about my

an the news

L.

WL

be very successful and very widely publicised
naa been accepte
ity | thought that mi

the S

and visit them and be interviewe

and was about {o press
man rushed in just as the doors were closing. To
lo be Herbie Kretzmer. Herbie was a journalist and song-writer and we isas

Firv o
1

for lunch regularly every Wednesday in Johannesburg for some t

departure. Neither of us knew anything about his arrival in London to
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= upshot of all this was that | was coniz

at that time, as advertised on their front

for Honey and m

A E e
Nt page
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medium’s message was a

xrvation | made was that wh

sy At affarnmm
LOM gl anernoon <

go back to Londan as they lived in the country

ady lies amouldering

Victoria and a mediumn

Herbie Kretzmer went on to become a f SUCCEssiu (negire

musical, "The Phantom of the Opera.”
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JULIUS ROBINSON

African millionaire who came to
iite at the Savoy Hotel. | had known
imissionad me to do a portrait bust of him. Wh
requisites for the porirait, we went out f getner with others a fa
nese was an invitation 1o a .‘3_..";.[:;3-J and for r
Z"_:"'x'.'-'i-' Lisecl

a il i T=

] |
out to lunch. Ve all trooped
chauffeur almost round the comer to Piccadilly Circus
alighted at the door of what was then a rather well-known eating
far salt-beef sandwiches and they fogethe
pickled cucumbers formed the main dish for our Sunday lunch

all crowded back into the ls Royce and drove back to the

certamny aneg of MYy maore memorabie meaals, but for the wr ong reasons

came {o do the bust a
dulius was a man past middle ac

penchant for young ladies. One of his entourage was a young man who
encounier hese crealurgs an vite them up to the suite

Whenever | was there, a sort of running cocktail party would be going on
room, whatever the time of day or night. Julius of course was loving a

having a great time chatting away to the ladies. For me to gat any workl done

fake one of m aside and persuade her to invite lim into the bedroom
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CLARISSA LOXTON-PEACOCK
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ERWIN STENGEL

My friendship with 1 stengels continued long after | had left |
promoted and was the Senior Registrar at Bethlem Royal Hospital
Dme persuasion, he agreed

partrait of nmim, but ocath to give me any time for sittings

cientious person who, if he was nolt seeing patients

ssive programme of research, particularly into suicide
Jrepare lectures whnich he was giving abroad and th

e bust while he was silting at his de
very well and | was carefu
Unfortunate
compared w

tited backwards, cracking across the mout
my own. | was able to repair the portrait
Ine smile never quiteé came back in the same |
Aubrey Lewis saw it, he said, "Yes, what a fine bust, but where is
humour and his smile?" This was said with some relish in his manner
the weak point of an argument or an ohservation. The

Sheffield where he was appointed the Professor of

Psychiatry. Many
one will perceive further down, | was able to make reparation for the los
no uncertain way
| did a senes of portraits of the family members and the children of frien
broad, which was, from my point of view, a way of keeping
ilive as that was probably the busiest time anyone could have had in terms of med
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JOHN HUNTER (1738 - 1793)

Surgeon, anatomist. and founder of surgical pathology

I'ne problem in iing the bust of John Hunter was to achieve accurate |
and his facial likeness from a small photogragh. In particular | wanter
his determination and strength of character

John Hunter was born near Glasgow and came to London aged twenty
age as | was doing his portrait. He came to join his brother William, whi

| established meaically, and enrolled to stuay surgery. For the ne;

appointed surgeon at his old teaching nosgi
ove of learning and research, for the
lucrativeness of consultant practice. His prodigious labours in
surgical museum resulted in a
enshrined in the Hunterian Museu

On the 250th anniversary of his birth on the 14th February 1978, the n

areas of his researches were debated at a series of scientific meetings

with a reception attended by Her Majesty Queen Elizabeth and Prince |

tish Medical . g e the | [ veneration for

B
man, wnose labours ['."i]'-.-'.[.i':':"f] the l._.l'!.'_ll"lFu of the sclience of ‘?\.I.i'l.:;-:'l'_, paseg o

observation, expenments and the basic principles of biolot .
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BRONZE SCULPTURES

THE DANCING FISH

s work was produced in plasier and iater cast into bronze as a serie

The wark proceeded from a spontansous small drawing about 2 in

N was then translated into the U

three aimensional

Nahwaarn the
s Lve el L

relationship of the two arabesgues, which hare

with regard to each other
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THE DREAMER

his abstracted portrait in f ANtEasy 15 a contir
e Dreamer is submerged w
| also the dreams of the gy thos I LSS UL NI

woks rather forebodingly towards the future when dreams ;

creaiurgs, must lade away
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AMPHITRITE
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FLIGHT

g ! o 3 £ .
he idea of a body, energetic in Hight has always been one of my pre

A=

| talk a Boeing 747 flies directly above, having jus F Londor

block of wax, | carved a maquelte of e Fligh his was a sculpture

N I1s OWn rngn

Far the purposes of the exhibition, | enlarged the Flight and the owner of afoun

| worked assiduously on this bronze so that it was really the best branze

o g
TR aTs o
LR

these Ihings, one Is always ralner pressed K

bronze was y finished the day before the opening of the exhibition
the foundry outside the gallery in Cork Sireet, parked the car and
fram off the back seat, ready to enter the gallery

ext door, which was Holand Browse and Delbanco, ar

n the window with the words, "Bronzes” rather large above

moment of exhilaration, | shouted out loud, "My bronzes are betler than your bronzes

W eye Saw tne rest ne writng an ne wWinoow of that gailery
EBronzes by Rodin”, below the rather flamboyant and co

o myself | would still hold to my opinion and wer

Was soid an the opening nignt
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NOAH RELEASING THE DOVE

The story of Noah

Covenant between God and Man in the Old Testament, and 15 of a

for all mer h ian of this Covenant is the rainbow, which heralds

&)
-

- 4 o~

is and presages God's granting to mankind domini

auvar the

5 therain, over the an e creaiures ol

Jranting CH QOWErs Carrec
= = !

which we are now facing as mankind fa

= the envirenment in the way

e
LML I S0 [T

en it brings the olive leaf back in its beak

Michelangelo e great sculptor of all time, the essence of sculptural signific

lies in the moment prior to immediate action. On this principle, | therefore saie
moment that Noah s ap

and at the same time re [ he Dove is ascending, its

Moah, in the sculpture, has assumed the form of a bird

symbolism so greatly publicised by Picasso, of the Dove as the symbaol

has to turn into a bird himself in order to herald and bring Peace

course, Ficasso's relationship with the Dove is greatly significant as b

artist who had stuffed doves and would draw them. Picasso surpassed hig

on, and in that nvalry, conscious and unconscious 0

150 won. His father gave up being an artist and Picasso ¢

of Ruiz, and took the name of his mother, Picasso
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ADAM AND EVE AND THE FALL

ychiatnst to th
mta o
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1 the Maudsley, Dr Henr

s reputation in the o
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and as this

ved away at it
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Adam and Eve exist as two
ir womb-like form symbolic of the Garden of Eden where th
looks up in a yation having tempted Adam
Fall, which exists oulside
There was a head of &

completely 1 o ¥, Ch Wa5 necessary as part

1arms niE 15 @ Wart

forms and the shapes have a proper ae
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uld see me as a f

Mendid notions, was that if you didn’t achieve them, there

otential. A few years later it was Profess:

who delivered the R
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THE DREAM OF MONSTERS BRINGS FORTH REASON

Far away places often stimulate exolic ideas. On holiday, in the island of Ter

sought pleasure in combing the beaches for washed-up objects and drifiwood

Amongst the material | collected was the outside framework of a wooden box, together

wilhh an ola lady's shpper, the front half of a doll's head, various bits ¢

assorted odds and ends

From these, | assembled the sculpture whose title 1s above. This title is

lake on the litle given by Goya to one of his etchings enlitlied, "The Slee;
Brings Forth Monsters”, in which a man is seated at a table with his heac

dslieep and various monsters arise in the air above him. | was

ratmer
monsters put together from bits of drifftwood. They conveyed the sense of the primil

and | suspended them in a way which allowed them some freedom of movement, My

idea was to illustrate human development from the monsters or creatures which came

out of the sea, preceded through the various ages now enshrined in ¢

opment and proceeding thereby to Reason itself

When | came back to London, the concept changed slightly and | used
portrait mask as the portrait of The Dreamer whose dream is encapsulated by the

framework of the box. It is his dream of the monsters within hin

L' IR 15
sculpture. It is safe to dream because the box and the monsters are held in place by

small clamps. These together with the rectangular box set the limitations to

ne dream

Within this space, the monsters which are now connecled by a bronze tape in their
¥

L=

maouths which passes through the eyes of the doll above, to indicate

e 2ari




unconscious Oedipus-complex with their sexual and castrating aspects
ymbolised by the possibiity of blindness as in the case of Oedipus him

1 the bottom right-hand corner is a fuhar symbol, in the shape
an old-fashioned watch or clock which has been cut vedically so that only
present This denctes time in the sense that the whole progress from

Dehawviour to reason 15 a maturation and also that the events which happe

ndividual's life are tied most materially to time. The symbaol, from an anot

View, Deing conaensed as Iin a daream, acls also as a phallic ‘E{-:I,'l"!i"'

masculinity. This points directly across to the slipper now stripped

essentials, symbolic of femininity and female sexuality: thus completing

human reproduction. All these elements have had to be manipulated t

h other aesthetically

The consoling and final effect of all this is the tiny figure of Reason for

pieces of driftweod in the symbolic form of a classical nude, where the

represents classicism and the search for perection in Reason as well as

All these elements, being of quite different material substance, were ur
oronze, and later differentiated by the use of different patinas

o castration fears, find the sight of the ribbon going throug

doll's eyes quite disturbing. Others find it interesting, to say the least




SPIRIT OF MY YOUTH




TIGGER: CHRISTOPHER PLUMMER




THE STONE CARRIER




BONDAGE




METAL SCULPTURES

When my son was born in the Spring

celebrated the event with a cup of

cetween the hospital and my walk home il to pondering 2
responsibilities which were relying upon me as a family man and | hac

a small legacy which | had received to create a similar launderatte off-s
I worked at this project so that by the end of the summer ho idays in Aug

project was ready for opening. There were some serious snags about

- f th Arinaar e imite m S B o e e T
time due to some of the engineering units not being to hand. While | waited, | watch

A

VL

the men put an enormous metal chimney to take the discharge gases from the boiler

way up above the building. They had cut a section of the pipe off and for the
in my life, | cut out a metal sculpture with the assistance of the wx
acetylene. The sculpture was an abstract spiral, taking into considerat

the pipe, and | fixed it as a sort of talisman to the wall of the laundere

be to this day., | would not know. WWhen, at the end of the year
relatives in I'.'I:Ir.ft'.-L’:'.';r‘l | !‘:'-‘.i"-a::]-;?.'J o get some additional experience arn
welding. With the pieces of scrap metal lying around in the engineering

which came frem one of the local abattoirs, | was able to make an abstract sculp

i

an owl, and a rather macabre face with one of tl meat-haooks from wnich

ke

carcasses would hang. | then went beyond found objects to cut out Iriangular seclions

of steel plate which | made into a small, rather pointed, star-shaped sculpture. On

subsequent Easter holiday, | started a training course in gas-welding and
British Oxygen School in North London. One of the things we learn

welding with rather small diameter pipes and, at the end of the afterncon

3




ceremonial candlestick for that evening, | designed and

which I later had silverad

filled with agricultural scrap
ed the technigue of electrical arc welding. Thus |'was able

Fim YA

sculptures in mild steel. One summer, | made the ollowin

ped,




OBJECT IN SPACE

In this sculpture, my intention was to provide the illusion that a lar
comet-like tails was actually traversing universal space. It had, of col
by some support and | was able to find the necessary pieces of met:
ball was one which was use
walar

ploughshares which had besn ground down by plouc

view, a contradiction to something travelling in space, being about as earthy an objact

as one could ever imagne., Not having any assistant with these
contrive bits of suppert and clamps to hold them in position, and
objects until one could achieve the right balance

them and change the qguality somewhat. At the base of this work
more familiar heavenly bodies such as the sun 1 a section of
moon in its crescent shape and as a humorous e, a small mobile
earth, which was part of my support stand for the ball in the
round object within a housing that could be delicately re

represented the earth ] pleased with this work as




FROGRESS

rom the early

he idea behind this sculpture Was

wheel then the wind and finally the rocket as a means of ravel and propulsion

or ihe wheel | used an actual plough wheel and fashioned the wir

= M

plates or using sections | had found which is what | also d

were like abstract comets joining the wings to the

up in the front. So again the balance o

function from every direction, was important. In its whole proponic
artillery piece. Anocther concept in ingredient determining |

he function of aggression and war. | left part of the top part of the plough &

P
LLRL =

ferric object which both threatens and fructifies




TREE WITH BIRDS

Scrapyards usually contain pieces of metal -h are cast off aft

e T e | .--,I:
WG WS St O

formed the foliage of the tre
- " " . T, Fram ¥ larm=
were a whole mixture of vanefies: a large
with what was a butterfly-type of wing coloured blue

nmer formed the body and | Below that was a sort of bird-of-prey

ips and then various |
of metal and designed as such, or n
ihe balance bet

very harmaonious atmosphere was engendered where some 0

camouflaged and others were quite obvious
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ENVIRONMEN SERIES




RECLINING NUDE

ining nude, | wanted to creale :
the essence of femininity, using quite a variety of different metal objects
a rather ungainly rectangle, a litlle over 4 feet long and about 50
pplied unusual metal oby
partiens of the head and the
af the rectangle in the cenire
used a number of small meta
internal workings of the person
another long metal rod on the
was atlached by a small rod, so that the
sideways like a flag in the wind from a flagpole

the rectangle would then wark with the rod providing

Because | wanted this work to be mounted exteriorly on a building

lasted and then coated about 17 times with metal that wa

a4 new coals with many coats so that it almoest rivalled a Rolls

perfection and rust-proofness




THE ROYAL FAMILY

The Royal Family was made as a sort of joke. The King and the Ci

e Lo n
their bodies made of a chemical excavater blade which had been we
broken. The heads of the King and Queen were fashioned from ol
which were then coated appropriately and a sort of symbaolic face put
s own form of

transport with a whiring propeller from the

ha

front he has a king-size member befitting the role of

ik - T
S LIUEEn

| felt | could ence more indulge my

[0 squares of her b

) yreast are threaded onfo two b
movement between them, but they can be moved

self-absorbed

His rather innocent face has beneath it a sort of three

which, in the lower portion, would look purely back into himself
there. A fine object, or fing objects




THE MOUNTAINS

give one f

forms found in a scrapyard certainty

a Dit lif‘_'!l'ff_]l':l'l.’",..'& 0 conunue

ning an o

One of the great experiences of my life was to stand and o

n Athens. MNobody who has not stood there can

Acropolis

of the proportion, not only because of the golden mean

: i o
there, but also because o

fact curves itle but imperceptible. When | det

relating another, | cut the

mountain peaks 1o one

every line which appeared straight, is actually a curve

edge is a curve;, and all the plates were weided so that

¥
LS

g macde of n

ey
Lt

My return to London f

David Smith at the Tate Gallery. As a former 5

o

It W & had

fashioned metals as easy to see how he had

were a logical progression from what yo

R

forms existed to be made. He had gone on to work in st

VT

1E

were his grands oeuvres and which | admired enarmously

| continued to work at the

[Tl
(LY

put through about 2.0 tons of scrap a day. Four

thus for too iang beca

L= f Ry

for fantasy and

LISE COne

1Sgrve

e
=1

..'_. =
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Cided 10 mMake :

metal plates and ¢

The surface

SCL FT .-«.

arrived at r

Al

t appears quit

his time

form

i could do with such forms

n slee

255

scrapyards in London, particularly at Silveriow

trainloads of

pressings would arrive from the Ford Motor Company and be compre

the FParthen
3Ll i

which was used anc

n Jersey was shortly thereafter highlighted by the &




5 and be able to go back and se

By now | was able to use much b

thicker gauge of metal plate




THE BERLIN WALL

i watrRina
2l Walll |”-__a_

ZIsing any ree

this work | used a combination of basic design of my own and found cbjects

el

|t '] - ~ ¥ - g x | .
wle tenor aof the piece 15 kK

here there are jagged teeth at the

fi i
=]

= a sail which is attached to the mandible body. While at eit

in front which is fashion

axchanger and thersfore a heat sensor

sentinel-figure which had radar disks and antennag on each s

P & T — o . i buamadn s snsmro Farlbod Am o war [
cessories to the mandible-like body were tacked on very lightly

object being to infer that the whole structure was a compietaly

that could easily be taken apart ¢




SENTINELS AND THE WALL

cut out two figures in very

observe and watch each other deliberately through the curtain-like ap:

-h divides them and which is set in a kind of moat

qualty In Keeping sculpture

2 MakKing n of the etch

L&

always divided themselves from each other for

Sa—1 fm e =i e canes AF rmugasr sms sles 1
| wanted 1o bri L out the sense of power and aiso




THE DELUGE

amily holidayed in Cornwall and | spent
at the scrapyard at Hale where a great deal of marine scrap was being
sunken ship called The Bessemer City. Dozens of massive reinfc

(RSJs) were piled up in one corner of the yard. What better materal

express The Deluge where there was actual destruction by the sea, than the ma

dredged up from a sunken wreck. | was used to scannir

taa] vtk - =i by r ch would be the r Act mrafitable
steel with a view o guessing which would be the most profitaoie

| managed to drag out two RSJs, one which was fairly straight with its bottom
rather collapsed, while the top was in the shape of a L' where the R5J had foloet

at the top, being curved, and with one arm of it eroded almost lo paper-thinnes

extremity by the motion of the sea. When | put this section on to
which | did when | brought it back to London, and rocked it shightly
would rock as if driven by the rhythm of the waves until it mount
orgasmic crescendo and then slowly died away. My intention was to rai:
pair of arms on top of the RS3J, but as the scrapyard was situated o

river, there was no level surface upon which to work

edoe
k=" |

platform and erected with lesser steel frames a kind of scaffolding from which | coul

raise and then suspend the arms and the verical RSJ, until | got them into the balanc

| desired. The eventual result was a very rhythmic figure with t ape of a sort ¢

extended Y. The two arms of the Y above curved foerward in a kind of threatening

fashion and the collapsed aspect of the uprights made the whole struc

in imminent danger of itself collapsing upon an unsuspecting world E

to weld addiional plates onto a base and the two connecting areas of




theri had massive bolts fitted to them, so that the piece
reassembled elsewhere later

When | brought it to London, the only way of assembling it

n a studio
be erect was to bolt the foot of The Deluge onto the centre of the cros
rather thick mahogany pieces of wood in the shape of the letter
structure stood about 9 feet high and is rather imposing. | had it standing at the one
:nd of my studio on an occasion which | shall now relate in some det:
Another Boeing 747 is flying above at this moment. Things were per
should invite a certain lady who had recently opened a new Gallery
i

to see whether she would give me an exhibition there

marning with her son, dressed as If she was ready lo go o

Buckingham Palace. | had invited a few other guests to meet her in an informa

and while they chatted, | showed her some

my paintings and drawings which had been arranged all round the walls of the studio at
floor level. With some intent she walked about locking at the pictures and wnen sne
came to the last of them, she turned to me and said, "Where did you get these
beautiful frames?” | was stunned by her remark, which was in fact rather

made no other comment about the works themselves and must

although | said nothing. At that moment, she stepped backwards wil

maybe unconsciously realising that The Deluge was standing there and

shoe abutted against the long arm of the "H'. Wilh the momentum of he
backwards, she went up in the air, realised she was falling and, in mid-air, wriggied
herself so that when she actually hit the floor, her back was flat on the floor. | was
terrified that she had seriously hurt herself by falling against the sharp edges of the 3

inch high mahogany arms of the base of The Deluge. However, by some miracle, she




managed to fall within the lower space of the edge and didn't touch the mahogany
arms whatsoever. | breathed a sigh of relief and then, logking at her on the

further aghast. This lady, in all her finery, was lying there supine on the floor
aehind her, her wig, which | had not realised she was wearing, had come off and was
lying about 6 inches away. What lo do? On the spur of the moment, | seized hold of
the wig and jammed it firmly back on her head, and then assisted her t

was surprising was that her hair, underneath the wig, was as meticulous

the wig itself, but of a different colour. About this | made no

whatsoever. But what to say? "l thought you were rather wonderful," | s:

way you did so thal you didn't hurt yourself.” She drew herself up to hes

inches and said, "Of course, | used to be a ballet dancer.” | apologised as reasonably
and profusely as | could, by which time my feeling of relief that she was uninjure:
reverted to the idea that The Deluge had somehow given her what she

being so unkind. With all that, | cost me a rather expensive bunch of flowers as part of
my apology the next day. Meedless to say, no exhibition ever matenalised from th
experience, nor could it have, because her gallery was ralher small and of a

specialised nature

When the new Lloyds Building by the eminent architect (Sir) Richard Rogers, wa
openad, | met with him and one of the Lioyds Committee at the Carlton Club, with a
view to submitting The Deluge as a possible sculpture for the new building. They were
vary charming and indicated that this would have involved approval by their Art
Committee, but somehow | didn't feel up to all the harassment of commn

at that time and, from my point of view, the project was left in abeyance

retrospect, The Deluge would serve as a timely warning to Members that accidents d

happen, breaks do occur, and insurance losses rather than profits may be the order




Another 747 has just flown above. Perhaps the ringing of the

have an insufficient or disregarded symbolic meaning for the Lioyds M

require a much more tang 2 gvidence of the possibilities of damaag:

farm of a fine sculpture like




THE VICTORY

1 a rather large section of our very old apple tree had to be cut off
carved it into the shape of an abstract form in the mode of the
Samothrace in the Louvre. | was not quite sure how it should be i
thought about the relationship of the Victor to the Vanguished in moderr
n our days, there were no more pure Victors. All are engaged in th
controversy is the best principle on which to sel Spapers
programmes 0 | y Ipture. According
symbolise the VYanquished as an empty prisan cage below th
colourful figure of the Victor. The problem then became one ¢
stnfe and the war and the conflict between the two of them
white marble stones with the idea that the maountings for the wooden fo
cage would be inch-thick metal bars which would pass through the twie bic
and form the base of the sculpture from the floor upwards. The rods
each other at an angle, pass through the stone and then attach and be wel
sottom of the cage whereas from the top of the cage, similar bars wol

slone there at angles to each other to hold what would eventually be a b

waood form of the Victor

'his was all very well in theory. In practice, | was making the sculpture at an

architectural engineering firm which gave me permission to do the work there, although

i
they were closing the whole factory down within two or three days. | the
waork alone and under great pressure to complete it now found | was

not so much of a sculptural problem, although the balances of the

essentially sculptural, but rather it was an engineering problem, that of
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CARRARA MARELE

THE SEASONS

1> :.;L-;\..\-in_.:\_.l :r-l

itradictions

"".].;-':1'1| [0 approx

angular, har

th the warmth of Spring as shown |

iter below and the soft, rounded beetle-like forms of Spring above

L= |

s diamond-shaped with hard edges all rounc

he form of

2 [INes of YVIr

hem being curved, the surfaces as well as the apparently straight edges. \vinter
at an angle flowing downwards towards the frant of the work as it s passing
giving way to Spring which it carries on its back above. The peint of attachment o

rather difficult, baoth

these two works w

L oy = - e - -
balance. This was because the under-surface of Spring is a semi-ci
¥ ~ f . i i L= (5 16
top of 2 runming friangle. The foot of Spring

hen has fo attach to the top

of a ship which ploughs its way g, thraugh time

2 the prow o

of Spring is slightly inclined to one side, showing the movemer

is fiying above at this moment

awakened Spring. Another 747

This sculpture was made in plaster-of-pans, which allowed ong the times and vision tc

connect all the very delicate forms with their feet of clay. This sculpture was |

made in several editions in Carrara Marble




CARVINGS

PREGNANT FORM

During the time that my wife was pregnant with ov
gave me a tree-trunk which bifurcated half

WwWood With a ven,

g - o o il § -~ o ol all 5w o s s | PR e |
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50

work was to juxtapose square and round

of the woman quare forms merged
- AL - Har hairm avymraceiva &F e innar neurche
p hollows, the latter being expressive of the InnNer psyche

F

of women to produce children, one of the great myste

with this waork when completed, is that it could stand in any

on its back, upside-down, any position, hence

balance and significance of the forms

and o

posian

Far the purposes of an exhibition | had a copy made of Pregnant Fr

stands in our sculpture garaen
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CHAIRMAN AND EXECUTIVE COMMITTEE







museum resulted in his collection of 13,000 specimens. His work is still enshrined in
the Hunterian Museum at The Royal Caollege of Surgeons of England.

On the 250th anniversary of his birth on the 14th February 1978. the numerous
areas of his researches were recalled at a series of meetings and at a reception
attended by Her Majesty Queen Elizabeth and Prince Philip.

An editarial in the British Medical Journal heralded the veneration for this great man,
'‘whose labours provided the origins of the science of surgery based on observation,
experiments and the basic principles of biclogy',

There are many accounts of his life experiences. One was that he inoculated himself
with syphilis in order to study the processes of this cruel disease. This is now
discounted by modern authorities. More accurate was his statement that his life lay
in the palm of anyone who dared cross him in professional argument. A fiery
proponent for the truth as well as asufferer from angina, he died during a weekly
board meeting at St Georges Hospital on 16th October 1793.In 1859 his remains
were interred in Westminster Abbey with the tablet:

"His genius as a gifted interpreter of the Divine Power and wisdom at work in the
laws of organic life."

This bronze bust of John Hunter is now displayed in the collection of The Royal
Society of Medicine in Londonn particular | determination and Hunter and came to
London aged twenty, trait. He came who was well establishedmedicallyand enrolled
surgeon in the Seven Years War. A few years later hed teaching hospital, St
Georges. He, rovincial Currie Cup, at the Loftus Versveld ground. The morning
before the match, the headmaster, who taught history with a subdued dramatic flair,
assembled the team in his study. He harangued the standing throng of boys with
images of how the Springboks struggled mightily and overcame the opposition at
Twickenham. To emphasise his point he described the weather on that occasion as
being identical to that morning,grey and inclement. He exhorted us to maintain such
sporting traditions and to play our best, if not beyond ourselves. Each boy seemed to
have swelled with silent determination.VWe were transmuted from a group and fused
into a mass of purpose. He wished us luck and as we turned to leave the room, he
called out ‘Rosen don't you be scared'. Why he felt the need for this final exhortation
| failed to understand. As everybody was in a high state of tension following his
efforts, his remark passed unnoticed except by me. | had a fine record of scoring
trizs, which was not too difficult as | was the school sprint champion and athletics
Victer Ludorum. Scoring tries was often a matter of out-running the cpposition. Being
scared made one run even faster. What did the headmaster mean when he said
‘don’t be scared'?

By the aftermoon on Saturday, the weather had cleared, the two rival schools were in
force in the stands, and as we ran on to the field from under them, the school rose
and gave the war cry. We were exhilarated. The opponents kicked-off, the ball was
caught by our fly-half who passed to the first centre, who passed the ball to me, and
| ran through and scored under the posts. We converted and they kicked-off again,
with similar consequences, except that this time | drew the full-back and passzed to
the wing who scored as before. Walking back to one's position on the field was an
exercise in modesty. We put up twenty-nil at half-time and thirty-nil by the end of the
match. The newspaper critics rated us better than the Provincial match which
followed.




We never again displayed the same team-spirit or the rugby skills, and | lost my fear.
But then the headmaser never again inspired the team in his study. Some things
were unigue and unrepeatable. Such was the spirit of youth

| drove home from the Medical School to inform my parents that | had passed. | was
twenty-two. Maost of the way | honked my horn, as if to alert an unsuspecling world to
beware the new licensee to practice. The embraces were of relief as well as of
pleasure. One had delivered the promise of qualification.

Shortly thereafter, | departed on holiday with five friends driving round the coast
sampling the surfing and the golf courses. On a beach in the Cape | found a tree-
trunk washed up from the sea, which | persuaded the owner of the car to bring back
in the boot. At the end of the holiday, we took it in turn to drive all night the thousand
miles to Johannesburg, where we were to take up our house-jobs the next week.

Spurred on by the acquisition of the wood, | spent my free time after dinner in the
evening carving a memento of the metamorhosis from callow medical student to
doctor. | calledit 'Spirit of my Youth'

At the Johannesburg General Hospital, two junior house-doctor looked after two
large wards of fifty patients daily from eight until six. Twice a week the wards were
on 'intake’, admitting all the new patients in that specialty. In the medical wards this
meant that we were on duty continuously from eight one morning. to & pm the
following evening. We had prestigious consultants, none of whom appeared on
intake days, and arrived for the ward round at 8 am the day after, expecting to find
the new patients fully written up, with any emergency treatment having been given
appropriately. As there were no intermediary grades of doctor, such as registrars, to
turn to for advice, we soon developed a skilled independence. One afternoon an
elderly male patient was admilted on the intake day in status asthmaticus. He had
been sent in by one of our own consultants who had failed to relieve him of his
severe continuous attack of asthma, which was now life-threatening. Apart from the
oxygen which he was receiving, | needed to try to break the spasm by injecting a
substance Aminophyllin infravenously. When | arrived at his bedside with the
apparatus for injection and indicated my intention, he became very agitated and
refused the treatment, saying that he had no confidence in my ability to give
injections. As a top consultant had failed several times already, he seemed perfectly
justified In his opinion, especially considering the difference in cur ages. Something
inside me reasoned that my knowlege of medicine may have been deficient, but
when it came to giving intravenous injections, which junior doctors did all day, | was
absolutely marvellous. With these thoughts | found myself growing angry which | was
unable to conceal from the patient. | remonstrated with him that | was perfectly
expert in what was required. The patient responded more to my anger, which
somehow convinced him that | knew my business and had confidence in my skill with
an intravenous needle.He became visibly less anxious, accepted the situation, and |
gave the injection very slowly, which immediately terminated his asthma. The change
in his mood apparently allowed the drug to take effect, whereas the same medicine
had failed when administered by the consultant. My spontaneous anger had
communicated a caring atlitude to which he responded.




became an aim to strive for in all subseguent woodcarvings. Rere, it enhances the

warmth and integrity of the old man, but adds to his sense of isolation and despair.

The seriousness of this subject was consistent with what was happening in the
world, and also reflected the engrossing nature of medical studies in the wards. Not
that one didn't have fun as a medical student, one certainly did, and in wonderful
company with fellow students and the nursing and other professions. But there were
opportunities to learn about the vicissitudes as well as the pleasures of mankind. We
weare encouraged to attend the casualty departments especially in the evenings,
through which patients were admitted to the wards and to follow their progress. In
the dead of night. or rather, in the early morning, it was fascinating to talk to the
tramps who would come in for warmth in the winter. They would unfold a whole life
history, quite unimaginable from their appearance and status. Somehow the idea of
portraying the human condition in sculpture was bormn there, akin to Balzac's

Comedie Humaine

R |
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The foltowing.fifth year, in addition to medicine and surgery, we had intensive

practice in obstetrics. The birth of a baby became in my opinion without paraliel in

human experience. | began woodcarving depicting a bal.hﬁ,r in the foetal position. But it
[

was inconceivable that it could or should exist on its -:::n? | therefore added a life-

size male and female head at each end, so that the forms merged into the unity of

the family.




adult hand was exploring outwardly, seeking personal experience and active
gratification.

This sculpture was also a direct carving, made with that same shilling chisel.

Years later, in London, | cast the work in bronze. Not long after the carving |
mysteriously came into the possession of a small case filled with the used carving
chisels of a master carver, which | then used to amplify my technical prowess. How
does one explain such occurrences?. They remain unfathomable, except to say that
if and when one is properly prepared and ready for the next stage, life often supplies
what is required

also a direct carving, usingShortly thereafter ossession of a small case full of
beautiful carving chisels which had belonged to a master carver., orr an exhibition in
Londen

THE TRIBUTE

My ambition at that time was to work on larger pieces. | had delivered to my home a
magnificent block of hardwood. ten foot long and planed to three foot square. The
shape was rather unwigldy and | cut it into two five-foot halves.

Woaod of this size would have laken years to season as it had been recently cut., and
like the stinkwood, would have cracked badly in the process. Carving it revealed a
rich red surface from which there issued a sap that stained my hands a deep rose
colour - hence the name given by the supplier, rosewood. Experts say that rosewood
does not occur in Africa, so it either came from abroad, which was unlikely, or
remains unidentified. My idea was to carve away as much of the heartwood as
possible, to prevent any cracking. This factor therefore determined the form and
subject-matter of the sculpture, about which | had no definite ideas

Dr. lsmond Rosen®(3 Hampstead Hill Gardens

London el, *G ~WRC2617TMP '\ 6~DFTOB01TMP I\ ~WRCOQ961TMP

A " ~DFT1608TMP .\ ~DFT1D75TMP Ee, ~DFT1518TMP le, ~WRF1740TMP a?-
~DFT1063TMP ol, |GR~WRF1767TMP la?-/ ~DFT103BTMP Ia?-~WRF1721TMP
EST-~WRF1749TMP EST- | ~DFT2B80ATMP j?-~DFT1E71TMP E&T-alm of anyone
who dared cross him in professional argument. A fiery proponent for the truth, he
was a sufferer from angina, and he died during a weekly board meeting at St
George's Hospital on 16th October 1793, In 1859 his remains were interred in
Westminster Abbey, and a tablet was inscribed

"His genius as a gifted interpreter of the Divine Power and wisdom at work in the
laws of organic life."

This 1944 bronze bust of John Hunter is now displayed in the collection of The Royal
Society of Medicine in London.




From the illustration it is clear that the whole of the central core of wood had
been removed. No cracks have appeared, even with British central heating,
nearly half a century later. The spiral effect of the forms were mutually
influenced by the fact that the wonderful grain ran evenly all round, the block
having been cut from the whole of the central portion of the trunk. The broad
marks of the large chisel are in evidence at the rounded base, in contrast to
the smooth finish of the figures

The name The Tribute is in fact a condensation. Conceived in a mood of
adolescent idealism, | thought up ‘Tribute to weman sacrificing herself for the
sake of man’s genius’. The appropriate music for this theme would be Louis
Armstrong singing ‘St James Infirmary’. Even in the days before feminism,
the idea and the title were totally pretentious, so | settled for “The Tnbute'.
Make of it what you will




SPIRIT OF MY YOUTH

Of the wonders in biclogy, the emergence of the butterfly from it chrysalis rates

highly. The transformation from medical student into fully-fledged doctor is equally

marvellous if less obvious, especially to the person concerned. The change in status,

the new opportunity to perform and grow on life's next stage is miraculous at the

moment of realisation, if barely comprehensible. Particularly when the mutation from

~,n::-u'r= int: maturity is usually imperceptible and life experience of change is limited.
S phunra

My ecd:;r-pﬁnr -:Jhs.eruamn was from the side of youth, which at-the-ewent seemed

agan-guite momentous,

My schoal was sporis oriented, in a country where rugby was regarded as a higher W

calling. Playing rugby for the school First team and earning one's colours was the m‘k

ultimate schoolboy life-experience. Little wonder then, returning to the schoaol in
Pretoria, after a home visit at the beginning of the autumn term, with everyone
already in class, | went straight to the rugby notice board. Thers the teams were
listed for the first matches of the season. As captain of the Under Fifteen's the year
before, | consulted the Second team list, where | expected a place almost as of right.
Te my dismay, my name was missing. | turned disconsolately to the Thirds, where it
was also absent. | had been dropped altogether. Almost as an afterthought, and for
the sake of completion, | looked at the First team, where to my incomparable delight,
| had been chosen to play as the outside centre-three-quarter. The match against a
rival local school was very important. it was to be a curtain-raiser to the Saturday
afternoon interprovincial Currie Cup, at the Loftus Versveld ground. The morning
before the match, the headmaster, who taught history with a subdued dramatic flair,

assembled the team in his study. He harangued the standing throng of boys with
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images of how the Springboks struggled mightily and overcame txiﬁLlUE-ﬁGEJILDH at

Twickenham. To emphasise his point he described the weather on that occasion as
being identical to that morning, grey and inclement. He exhorted us to maintain such
sporting traditions and to play our best, if not beyond ourselves. Each boy seemed to
have swelled with silent determination. We'were transmuted from a group and fused
inte a mass of purpose. He wished us luck and as we turned to leave the room, he
called out 'Rosen dun't% be scared'. Why he felt the need for this final exhortation
| failed to understand. As everybody was in a high state of tension following his
efforts, his remark passed unnoticed except by me. | had a fine record of scoring
tries, which was not too difficult as | was the school sprint champion and athletics
Victor Ludorum. Scoring tries was often a matter of out-running the opposition. Being
scared made one run even faster. What did the headmaster mean when he said

'don’t be scared'?

By the afternoon on Salurday, the weather had cleared, the two rival schools were in
force in the stands, and as we ran on to the field from under them, the school rose
and gave the war cry. We were exhilarated. The opponents kicked-off, the ball was
caught by our fly-half who passed to the first centre, who passed the ball to me, and
| ran through and scored under the posts. We converted and they kicked-off again,
with similar consequences, except that this time | drew the full-back and passed to
the wing who SCDFEd‘ZﬂI%. Walking back to one's position on the field was an
exercise in modesty. We put up twenty-nil at half-time and thirty-nil by the end of the
match. The newspaper critics rated us better than the Provincial match which

followed




We never again displayed the same team-spirit or the rugby skills, and | lost my fear
But then the headmaster never again inspired the team in his study. Some things

were unique and unrepeatable. Such was the spirt of youth

Six years later In a spirit of youthful exhilaration | drove home from the results posted
at the Medical School to inform my parents that | had passed. | was twenty-two,
Most of the way | honked my horn, as if to warn an unsuspecting world of the
presence of the newly licensed practitioner. The embraces were of relief as well as
of pleasure. Youth had delivered its promise of accomplishment and medical

qualification.

Happily | departed on holiday with five newly graduated friends driving round the
coast sampling the surfing and the golf courses. On a beach in the Cape | found a
tree-trunk washed up from the sea, which | persuaded the owner of the car to bring
back in the boot. At the end of the holiday, we took it in turn to drive all mght the
thousand miles to Johannesburg, where we were to take up our house-jobs the next
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Spurred on by the acquisition of the waﬂil spent my free time after dinner in the
evening carving a memento of the metamorphosis from callow medical student to

doctor. | called it 'Spirit of my Youth'

The wood with its trunk erect and spread of roots below, was about three feet high
and two feet wide at the base. The immersion in the sea and erosion by other
ocbjects had rounded off the roots and had given them an integrated structure. The

grain S4ecretese had also radically altered, losing its vertical character and consisting




instead of fine concentric markings, making identification of the species difficult. The
trunk had snapped off just above the point of a bifurcation, leaving two separate
forms at the summit. When carving directly, | always believed in working to the
maximum space of a block, never cutting it down to shape or size to fit some
preconceived notion. Apart from the protruding roots, the there were no other
distinguishing characteristics or forms. | was therefore forced for the first time to rely

on my own inner fantasies. The resulting images were symbaolically representational.

Probably under the influence of Rodin's ‘Thinker’, | carved a youthful face, chin on
fist, somewhat based on a self-portrait, immersed in thought about the world. In
particular, preoccupied with the significance and relationships with the accompanying

farms. In front was a nude female torso representing sexuality. At the reverse of the

head | carved a pair of hands, apen\lm an attitude of prayer and gratitude. By this

means, | acknowledged the many graces and gifts of youth, life had actively
bestowed, through the medium of parents, teachers, and friends. In contrast to the
receplivity of youth, at the I::uaﬁe! | carved another single hand, actively exploring

outwardly, seeking personal experience of the world in an adult manner

This direct carving, was also made with the same original shilling chisel

Mot leng after the carving, | mysteriously came into the possession of a small case
filled with the carving chisels of a master carver. How does one explain such
occurrences?. They remain unfathomable, except to say that if and when one is
properly prepared and ready for the next stage, life often supplies what is required
Perhaps | had proved my abilities and readiness for more mature works with ‘Spirit of

My Youth'. Years later, in London, | made a bronze cast of the woodcarving.




THE KISS
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One of the graces unesPeCTESy bestowdy inamakmast ﬁl&&ﬁitﬂf‘f-allﬁ'f*-m |D'-{E.
Apart from the technical skills required in the plastic arts, the capacity for love is an
equally important requisite. Love for ancther person, and love for the medium and
message of the work of art. Love of proportion, relationships and the feel for
aesthetic clarity. The relationship between the arlist and the work, mainly visual,
partly tactile, consists of a subtle series of what psychoanalysts v:al!';};-r-::jeﬂicna and
introjections. In my case, | spent hours purely gazing at the work, infusing it with
emotional interest, and in return, the work would speak volumes, This was
particularly so with Spirit of my Youth, and repeatedly with later works, where the
way forward had to be intuited at each turn, without any preconceived plan. Any

decision had to take into account the effect on all of the rest of the sculpture, three-

dimensionally. Thers;is no poss bility with this apprﬂachﬁfﬁking off too much, or in

Qe ’G"\kl,l QA {
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the popular mind, of r«ewn%mg nose!

whatever the next action should be, in a logical sequence determined by the work

itself, rather than being imposed by the artist. Exceptions exist to this rule, where
major changes to the whole work are undertaken. These will be discussed later, but

here too, the work itself is crying out for finer expression of the aims.

Leove walked in through the door one day in the shape of a beautiful veluntary helper
at the John Gray Community Health Centre of which | was the Medical Director. The
clinic was funded by the University of the Witwtersrand, through the moneys
collected by the Student Rag Committee. The Director was Mrs Helen Joseph, who
gained lasting fame later as an hereic fighter against apartheid. We looked after a

thousand families drawn from the poorest white community in Fordsburg, teaching




pursue this kind of work, which | confided to the barman. However, | thought this was
futile as no such occupation existed officially. My interests in art and surgery, which |
had been practising in casualty since my first year, peinted in the direction of plastic
surgery. My interest in surgery led me to read about the lives of its great historical
figures, of whom none was more illustrious or romantic than John Hunter. Based on
a tiny photograph in Garrison's History of Medicine, | determined to make my first
portrait sculpture

JOHN HUNTER 1738 - 1793
Surgeon, anatomist, and founder of surgical pathology

The problem in making the bust of John Hunter was to achieve accurate proportions
and his facial likeness from a small photograph. In particular | wanted to bring out
his determination and strength of character

John Hunter was born near Glasgow and came to London aged twenty, the same
age as | was doing his portrait. He came to join his brother William, who was already
well established medically, and enrolled to study surgery. For the next eleven years
he studied anatomy and physiclogy, then spent three years as surgeon in the Seven
Years War, A few years later he was appointed surgeon at his old teaching hospital
St George's. He never forsook his love of learning and research, for the
lucrativeness of consultant practice. His prodigious labours in the creation of his
surgical museum resulted in a collection of 13,000 specimens. This work is
enshrined in the Hunterian Museum at The Royal College of Surgeons of England.

On the 250th anniversary of his birth on the 14th February 1978, the numerous
areas of his researches were debated at a series of scientific meetings, culminating
with a reception attended by Her Majesty Queen Elizabeth and Prince Philip. The
British Medical Journal expressed the modern surgeon's veneration for this great
man, 'whose labours provided the origing of the science of surgery based on
observation, experiments and the basic principles of biology',

There are many accounts of his life experiences. One was that he inoculated himself
with syphilis in order to study the processes of this cruel disease. This is now
discounted by modern authorities. More accurate was his statement that his life lay
in the palm of anyone who dared cross him in professional argument. A fiery
proponent for the truth, he was a sufferer from angina, and he died during a weekly
board meeting at St George's Hospital on 16th Cctober 1793. In 1859 his remains
were interred in Westminster Abbey, and a tablet was inscribed

"His genius as a gifted interpreter of the Divine Power and wisdom at work in the
laws of organic life."

This 1944 bronze bust of John Hunter is now displayed in the collection of The Royal
Society of Medicine in London,




The school lay in sixty acres of gardens, forest and rocky hillside. Wandering in the
woods, | was attracted to the gnarled bark of the old pine trees

| could split off sections of bark and cut away the rough exterior to reveal the fine-
grained, honey-coloured, soft wood beneath, which was firm enough for carving.
Following in the tradition of my earliest impressions of sculpture, | carved the shapes
of animals. Finally | made a model in wood of a public monument consisting of a
square central pillar with animal heads set around it.. These heads, fashioned out of
bark, alternated on all sides, and were of creatures such as deer and lions..

Because of the apparent impossibility of ever realising my monument in reality,
together wilh the imagined inadequacy of my materials, | decided to give up warking
in bark in favour of carving directly in wood. The decision was momentaus.

With a small length of timber and a curved chisel costing a shilling, | set about
carving my first real sculpture, a reclining lion. The tail fitted separately on the one
side, as | had carved the figure the full fweo inch width of the block. My lion may not
have been chosen to grace the portals of an ancient citadel, but it had an agreeable
archaic presence. | loved it as a descendant of the lions in my fantasy who were my
friends and who protected me from the invisible predators inhabiting my childhood
fears of the dark

This brief history takes account of my childhood and early adolescence, before |
began to make sculpture properly. At the age of fifteen, another inner urge became
manifest which was to influence my later life and complicate my relationship with
sculpture was in my last year of high school and was a prefect in our boarding-house
of fifty boys. It was plain to me that several of the younger boys could profit from
talking to them about their daily or personal problems. | would invite them from the
common prep-reom into my study for "'chats’, which were mutually rewarding. Thus
began my interest and subsequent professional career as psychiatrist and psycho-
analyst. How these two major interests, sculpture and psychotherapy, functioned in
my life will be clear in the stories. Suffice it to say that on the urgings of others, |
faced myself for years with the problem of which to pursue. Eventually it became
clear that | had to do both and that each had a practical and spiritually beneficial
effect on the other

The next year | enrolled to study medicine, being unsure of my true metier. |
considered engineering seriously and basically wanted to read psychology, anatomy
and physiology, for which subjects no integrated course was available. A training in
the arts was considered too superficial with a war on and would only lead to
starvation in a Parisian garret.

Anatomical dissection in zoology and then on the human body satisfied the urge to
reveal forms that were perfect and in my experience, unigue

It was in the fourth year of study, in 1844, when clinical work commenced, that
sculpture and psychotherapy both emerged fully fledged. My family were living and
working in a large hotel owned by my parents and | was asked by one of the barmen
to help his wife who had a stillborn child and was deeply depressed. Without any
training in such a delicate situation, | was able to sort out her feelings so that she
made a rather rapid and dramatic recovery. | realized | had some gift for and wish to




'Every picture tells a story' is usually associated with paintings or photos. Here, the
sequel is reversed, with stories of how sculptures came into being, their meaning
relevance, and the amusing or at times amazing circumstances of their making.

Sculpture is unigue for many reasons. It has great durability and the facility to portray
condensed three-dimensional images directly from the unconscious mind.

Far the artist, the sculptures are the record, in this instance, over a life-time, of
aesthetic and spiritual growth. Each work embodies a series of decisions that not
only set the problems to be faced, but also illustrates the success or otherwise of
their resolution. These stories of sculpture tell the history and meaning of specific
works. The stories explain how sculpture evolves through the interaction of inner
fantasies with external chance occurrences - which is a basic mechanism of arlistic
creativity

Historical

As a toddler, in Johannesburg, Scuth Africa, | was an enthusiastic maker of mud-
pies. This was an era when playing in a suburban garden with real earth and water
peacefully on one's own, was a legitimate creative activity. This was before it was
rendered sterile by hygienic sand-trays, or socialized into a group-activity. One could
be totally absorbed in an activity personally discovered and pursued. The outcome
was an avid interest in all earthy derivations, growing things, planting, then, as a
three-year-cld, furiously making things at nursery schoel.

My interest in sculpture was aroused a few years later by a young African boy who
worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled small clay Afrikander cattle, with their characteristic large wide horns and
the hump on their backs. The oxen completely fascinated me, and so did his
creativity, where he effortlessly produced these meaningful creatures from an
invisible inner heritage

At the age of eight, the family moved into the city, and | changed schools. | must
have felt the need that many children have at that age for a talisman, for some sort
of fetish object to keep in one's pocket, as comforter, protector and friend. Why |
fashioned a small skull out of wood for this purpose, | cannot recollect. The
immediate association with a skull, is the idea of death, but this was not a
precccupation of mine, either then or subsequently. Much later in life | learned that
the skull is a disguised unconscious symbol of life. To me as a boy, it indicated a free
spirit of pirate adventure, and a warning to others to beware. The trusty little skull
could be held tightly when one had to walk alone to the school playing-field. We had
to pass through the narrow high-walled passage that ran between two sections of
the city prison; where sometimes human voices resounded in an unintelligible
cacophony, that would end as suddenly as it began

The flowering of puberty intensified the feelings of closeness to nature and the urge
to make things. My early teens began at a boarding school in Pretoria that was
proud of its splendid sporting and academic tradition, and its fine buildings designed
like an Oxford college. Although Walter Battiss, a leading painter, was the art master,
| only enjoyed the his support indirectly, as | enrolled in the Latin class. | became
used to producing art on my own, eschewing the formal art education that was
present but somehow unavailable




| could split off sections of bark and cut away the rough exterior to reveal the fine-
grained, honey-coloured, soft wood beneath, which was firm enough for carving
Following in the tradition of my earliest impressions of sculpture, | carved the shapes
of animals. Finally | made a model in wood of a public monument consisting of a
square central pillar with animal heads set around it.. These heads, fashioned out of
bark, alternated on all sides, and were of creatures such as deer and lions

Because of the apparent impossibility of ever realising my monument in reality
together with the imagined inadequacy of my materials, | decided to give up working
in bark in favour of carving directly in wood. The decision was momentous

With a small length of timber and a curved chisel cosling a shilling, | set about
carving my first real sculpture, a reclining lion. The tail was fitted separately on the
one side, as | had carved the figure the full width of the block




STORIES OF SCULFTURE

Introduction

‘Every picture tells a story’ is usually associated with paintings or photos. Here, the
sequel is reversed, with stories of how sculptures came into being, their meaning,
relevance, and the amusing or at times amazing circumstances of their making

Sculpture is unique for many reasons. It has great durability and the facility to portray
condensed three-dimensional images directly from the unconscious mind

For the artist, the sculptures are the record, in this instance, over a life-time, of
aesthetic and spiritual growth. Each work embodies a series of decisions that not
only set the problems to be faced, but also illustrates the success or otherwise of
their resolution. These stories of sculpture tell the history and meaning of specific
works, The stories explain how sculpture evolves through the interaction of inner
fantasies with external chance occurrences - which is a basic mechanism of artistic
creativity

Historical

As a toddler, in Johannesburg, South Africa, | was an enthusiastic maker of mud-
pies. This was an era when playing in a suburban garden with real earth and water,
peacefully on one's own, was a legitimate creative activity. This was before it was
rendered sterile by hygienic sand-trays, or socialized into a group-activity. One could
be totally absorbed in an activily personally discovered and pursued. The outcome
was an avid interest in all earthy derivations, growing things, planting, then, as a
three-year-old, furiously making things at nursery school

My interest in sculpture was aroused 3 few years later by a young African boy who
worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled small clay Afrikander cattle, with their characteristic large wide horns and
the hump on their backs. The oxen completely fascinated me, and so did his

creativity, where he effortlessly produced these meaningful creatures fram an
invisible inner heritage.

At the age of eight, the family moved into the city, and | changed schools. | must
have felt the need that many children have at that age for a talisman, for some sort
of fetish object to keep in one's pocket, as comforier, protector and friend. Why |
fashioned a small skull out of wood for this purpose, | cannot recollect. The
immediate association with a skull, is the idea of death, but this was not a
preoccupation of mine, either then or subsequently. Much later in life | learned that
the skull is a disguised unconscious symbol of life. To me as a boy, it indicated a free
spirit of pirate adventure, and a warning to others to beware. The trusty little skull
could be held tightly when one had to walk alone to the school playing-field. We had
to pass through the narrow high-walled passage that ran between two sections of
the city prison; where sometimes human veices resounded in an unintelligible
cacophony, that would end as suddenly as it began

The flowering of puberty intensified the feelings of closeness to nature and the urge
to make things. My early teens began at a boarding school in Pretoria that was
proud of its splendid sporting and academic tradition, and its fine buildings designed
like an Oxford college. Although Walter Battiss, a leading painter, was the art master,
| only enjoyed the his support indirectly, as | enrolled in the Latin class. | became
used to producing art on my own, eschewing the formal art education that was
present but somehow unavailable.

The school lay in sixty acres of gardens, forest and rocky hillside. Wandering in the
woods, | was attracted to the gnarled bark of the old pine trees




STORIES OF SCULPTURE

Infroduction

‘Every picture tells a story’ is usually associated with paintings or photos. Here, the
sequel is reversed, with stories of how sculptures came into being, their meaning,
relevance, and the amusing or at times amazing circumstances of their making.

Sculpture is unique for many reasons. It has great durability and the facility to portray
condensed three-dimensional images directly from the unconscious mind.

Faor the artist, the sculptures are the record, in this instance, over a life-time, of
aesthetic and spiritual growth. Each work embodies a series of decisions that not
only set the problems to be faced, but also illustrates the success or otherwise of
their resolution. These stories of sculpture tell the history and meaning of specific
warks which evolved through the influence of personal inner fantasies or their
interaction with external chance occurrences - which is a basic mechanism of arlistic
creativily

Historical

As a toddler, in Johannesburg, South Africa, | was an enthusiastic maker of mud-
pies. This was an era when playing in a suburban garden with real earth and water,
peacefully on one's own, was a legitimate creative activity, before it was rendered
sterile by hygienic sand-trays, or socialized into a group-activity. One could be totally
absorbed in an activity personally discovered and pursued. The outcome was an
avid interest in all earthly derivations, growing things, planting, then, as a three-year-
old, furiously making things at nursery school.

My interest in sculpture was aroused a few years later by a young African boy who
worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled small clay Afrikander catlle, with their characteristic large wide horns and
the hump on their backs. The oxen completely fascinated me, and so did his

creativity, where he effortlessly produced these meaningful creatures from an
invisible inner heritage

At the age of eight, the family moved into the city, and | changed schools. | must
have felt the need that many children have at that age for a talisman, for some sort
of fetish object to keep in one's pocket, as comforter, protector and friend. Why |
fashioned a small skull out of wood for this purpose, | cannot recollect. The
immediate association with a skull, is the idea of death, but this was not a
precccupation of mine, either then or subsequently. Much later in life | learned that
the skull is a disguised unconscious symbol of life, to me as a boy, it was indicative
of the free spirit of piracy, of venturing alone, and a warning to others not to interfere.
The trusty little skull could be held tightly when one had to walk alone to the schoaol
playing-field;, through the narrow passage that ran between two high-walled sections
of the city prison; where sometimes the voices could be loudly heard in an
unintelligible cacophony, that would end as suddenly as it began.

The combination of closeness to nature and the urge to make things emerged again
in my early teens at boarding school.. The government school in Pretoria was proud
of its splendid sporting and academic tradition, and its buildings like an Oxford
College.The foremost painter Walter Battiss as its art master. | was placed in the
Latin class and enjoyed the latter's support to work on my own, with no tuition, when
eventualy | made sculptures. The school was set in sixty acres of gardens forest and
bare hillside, or koppies. Wandering in the woods, | was attracted to the thick grey
chunks of bark of the old fir trees. Sections could be separated off and the rough
flaked exterior removed with a knife, revealing a honey coloured wood which was
fine-grained and soft yet firm for carving..
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Introduction

‘Every picture tells a story’ is usually associated with paintings or photos. Here, the
sequel is reversed, with stories of how sculptures came into being, their meaning
relevance, and the amusing or at times amazing circumstances of their making.

Sculpture is unigue for many reasons. For its great durability,compactness and the
facility to portray condensed images directly from the unconscious mind, essentially

three-dimensionally.

Far the artist, the sculptures are the record, in this instance, over a life-time, of
aesthetic and spiritual growth. Each work embodies a series of decisions that set the
problems to be faced, and the success or otherwise of their resolution. These stories
tell how specific works evolved historically under the influence of inner fantasies
interacting with external chance

Historical

As a toddler, | was an enthusiastic maker of mud-pies. This was an era when playing
in a suburban garden with real earth and water, peacefully on ong's own, was a
legitimate activity. Mot rendered stenle by hygienic sand-trays, or socialized into a
group-activity. One could be totally absorbed in an activity personally discovered and
pursued. The outcome was an avid interest in all growing things, in planting, and as
a three-year-old, furiously making things at nursery school

My interest in sculpture was aroused aged seven years by a young African boy who
worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled several small clay Afrikander cattle, with their characteristic large horns
and a hump on their backs. | was completely fascinated by the oxen and by his
creative process, where he effortlessly produced artifacts of a cultural heritage
apparently out of nothing.

A year later, we had moved into the city, and | changed schools. | must have felt the
need that many children have at that age for some talisman, a sort of fetish object to
keep in one's pocket, as comforter, protector and friend. Why | fashioned a small
skull out of wood for this purpose, | cannot recollect. The immediate association is
that of death, but this was not a preaccupation of mine, either then or subsequently
In the way | have since learned the unconscious mind functions, a skull is a symbol
of life, albeit in a disguised way, of the free spirit of piracy, warning others to keep
away. A trusty object to hold on to tightly when one walked alone to the school
playing-field and traversed the narrow passage between two high-walled sections of
the city prison, where at times the prisoner's voices could be loudly heard in an
unintelligible cacophony, that could end as suddenly as it began.

The combination of closeness to nature and the urge to make things emerged again
in my early teens at boarding school.. The government school in Pretoria was proud
of its splendid sporting and academic tradition, and its buildings like an Oxford
College.The foremost painter Walter Battiss as its art master. | was placed in the
Latin class and enjoyed the latter's support to work on my own, with no tuition, when
eventualy | made sculptures. The school was set in sixty acres of gardens forest and
bare hillside, or koppies.Wandering in the woods, | was attracted to the thick grey
chunks of bark of the old fir trees. Sections could be separated off and the rough
flaked exterior removed with a knife, revealing a honey coloured wood which was
fine-grained and soft yet firm for carving







UseRNaMt  [SMadD

YassuiorD KeseN




THE SOCIETY OF PORTRAIT SCULPTORS
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EARLY SCULPTURES

WHITHER?

The year 1944 marked the turning of the Second World War in the Allies favour
Great efforts were being made to overcome the Mazi stranglehold on much of

Eurcpe. This apparently diverted the Allies from defeating an aim that was being

wWinll
fiendishly pursued with utter ruthlessness by the Nazi I'uerarcﬁ}\ %ms was the Final

Solution LW the total destruction of the Jewish race. Jews had been
systematically persecuted since 1933 when Hitler came to power. Evidence had
filtered through to the West of Nazi atrocities in the concentration camps and deals
were apparently offered by the Nazis to save Jews in exchange for war materiel
None of this brought any relief to the millions of Jews threatened with genocide,

though individual acts of hercism to save Jews were performed by many righteous

gentiles.

The sculpture "Whither?' depicis this tragic situation. An elderly man, dressed in
Jewish traditional style with yarmulke and long jacket, sits pondering his fate. The
world he represents is being torn apart, and he himself is doomed to disappear
Meanwhile, the world is silent

W5
The sculpture u carved directly in an African hardwood called mawlal and s
completed in 1945. The composition of the figure is set within the wood in such a

way that the grain follows the lines of the form. This link between form and medium




training in such a delicate situation, | was able to sort out her feelings so that she
made a rather rapid and dramatic recovery. | realised | had some gift for and wish to
pursue this kind of work, which | confided to the barman. However, | thought this was

futile as no such occupation existed officially. M!\ nterests-in-art-and surgery, which |
L 1

had been practising in casualty since my first ,reanlllpmnted in the direction of plastic
L 1;‘\5
m

surgery I"Hy interest in surgery led me to read at:umit the lives of its great historical
|

|
figures, of whom none was more illustrious or romantic than John Hunter. Based on

I| o
a tiny photograph in Garrison's History of Medicine, | a‘i-l.g\n-nmée-tc_mak.e my first
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This brief history takes account of my childhood and early adolescence, before |
began to make sculpture properly. At the age of fifteen, another inner urge became
manifest which Waitﬂ influgnce my Iater life and complicate my relationship with
ATTU Y Tex KUf m Wh Gk 0%

sculpture wa@itp my last year of “thigh school M a prefect in our boarding-house
of fifty t:u-n_.rs ﬁwas plain to me that several of the younger boys could profit from
talking to them about their daily or personal problems. | would invite them from the
common prep-room into my study for 'chats’, which were mutually rewarding. Thus

began my interest and subsequent professional career as psychiatrist and psycho-

analyst. How these two major interasts, sculpture and psychotherapy, functioned in

. my lé? will be clear in the stories. Suffice it to say that on the urgings of others, |

U:J.‘j
T feend myself for years with the problem of which to pursue. Eventually it became
clear that | had to do both and that each had a practical and spiritually beneficial

effect on the other

HiEsrasetyear | enrolled to study medicine, being unsure of my true métier. |

considered engineering seriously and basically wanted to read psychology, anatomy

and physiology, for which subjects no integrated course was available. A training in
Ay arents ¥ b2

the arts was cungideﬁedt superficial with a war on and would only lead to

starvation in a Parisian garret.

Anatomical dissection in zoology and then on the human body ubTB%the urge to

[my| %f“red

reveal forms that were perfect and in my experience, unigue

It was in the fourth year of study, in 1944, when clinical work commenced, that
sculpture and psychotherapy both emerged fully fledged. My family were living and
working in a large hotel owned by my parents and | was asked by one of the barmen

to help his wife who had a stillborn child and was deeply depressed. Without any




¥
o LY

Qﬁ'"i,;ﬂ‘: 1"I-". b
1& 'Q-M'!:h COUTONe O OW

like an Oxford callege\@m Walter Battiss, a leading painter, \w@& the art master,

S Pt - =

e

E-eqﬂygmuyeﬂ?ﬁm;ﬁmnmd@pﬁy_ | enrolled in the Latin classl -1‘#9&@:!%
Py - ) e, _'_J

T e . —

=
see (o prc::duc\?g art on my own, eschewing the formal art education that was
r

present but somehow unavailable.

The school lay in sixty acres of gardens, forest and rocky hillside. Wandering in the
woods, | was attracted to the gnarled bark of the old pine trees. | could split off
sections of bark and cut away the rough exterior to reveal the fine-grained, honey-
coloured, soft wood beneath, which was firm enough for carving. Following il
fEereaf my earliest impressions of sculpture, | carved the shapes of animals
Finally | made a model in wood of a public monument consisting of a square central
pillar with animal heads set around it. These heads, fashioned out of bark,

alternated on all sides, and were of creatures such as deer and lions

Because of the apparent impossibility of ever realising my monument in reality,
together with the imagined inadequacy of my materials, | decided to give up working

in bark in favour of carving directly in wood. The decision was momentous.

With a small length of timber and a curved chisel costing a shilling, | set about
carving my first real sculpture, a reclining lion. The tail fitted separately on the one
side, as | had carved the figure the full two inch width of the block. My lion may not
have been chosen to grace the portals of an ancient citadel, but it had an agreeable
archaic presence. | loved it as a descendant of the lions in my fantasy who were my
friends and who protected me from the invisible predators inhabiting my childhood

fears of the dark
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was an avid interest in Wearthy derivations, ngmv&g tl1|ﬂgs|ltpial1t¢1g_l'*then as a
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My interest in sculpture was aroused a few years |aler It:ﬂg,.I a young African boy who
worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled small clay Afrikander cattle, with their characteristic large wide horns and
the hump on their backs. The oxen completely fascinated me, and so did his
creativity, where he effortlessly produced these meaningful creatures from an
'
':Jllkﬂ {risitie heritage

i ‘raditny
At the age of eight, the family moved into the city, and | changed schools. | must
have felt the need that many children have at that age for a talisman, for some sort
of fetish object to keep in one's pocket, as comforter, protector and friend. Why |
fashioned a small skull out of wood for this purpose, | cannot recollect. The
immediate association with a skull, is the idea of death, but this was not a
precccupation of mine, either then or subsequently. Much later in life | learned that
the skull is a disguised unconscious symbol of life. To me as a boy, it indicated a free

spirit of pirate adventure, and a warning to others to beware. The trusty litlle skull

i

could be held tightly when one had to walk alone to the school plawng—fielc\ﬁ:&e had

_“—W[ﬂ&h

to pass through the narrow high-walled passage that ran between two sections of

the city prison; where sometimes human voices resounded in an unintelligible

cacophony, that would end as suddenly as it began.

The flowering of puberty intensified the feelings of closeness to nature and the urge
to make things. My early teens began at a boarding school in Pretoria that was

proud of its splendid sporting and academic tradition, and its fine buildings designed




STORIES OF SCULPTURE

INTRODUCTION

'Every picture tells a story’ is usually associated with paintings or photos. Here, the
sequel is reversed, with stories of how sculptures came into being, their meaning
relevance. and the amusing or at times amagzing circumstances af their making
Sculpture is unigue for many reasans. It has great durability and the facility to portray

condensed three-dimensional images directly from the unconscious mind.

8
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th&am&t_']:‘hg%ﬁulmures are the recordy ff"lh-i.s-tmla%ﬁe.’“m a |If"‘.'.-1II'I'IE.‘.i of

aesthetic and spiritual growth. Each work embodies a series of decisions that not
only set the problems to be faced, but also illustrates the success or otherwise of

their resolution. These stories ai-teﬁﬁ&k tell the history and meaning of specific
oy
workgl Thessterids explain how sculpture evolves through the interaction of inner
b

fantasies with external chance accurrencesﬁ basic I‘I‘I-EC|‘I.‘:'II’!iS|:I‘IJCIF artistic

oA
creativity o) Iﬂ" \rhﬂ

HISTORICAL

As a tuddleg[iﬂ Johannesburg, South Africa, | was an enthusiastic maker of mud-
1™

preslﬂa’aﬁaiw era when playin-;l{i:l a suburban garden with real earth and water,
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@E*acefully on one's :}wn.ja'fas a legitimate creative activity, Trs"™as before it was
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rendered sterile by hygienic sand-trays, or socialised into a group-activity. One could
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be totally absorbed in a activitypersonally discovered and pursued. The outcome
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THE KISS

One of the graces life bestows is love. Apart from the technical skills required in the
plastic arts, the capacity for love is an equally important requisite. Love for another
person, and love for the medium and message of the work of art. Love of proportion,
relationships and the feel for aesthetic clarity. The relationship between the artist and
the wark, mainly visual, partly tactile, consists of a subtle series of what
psychoanalysts call projections and introjections. In my case, | spent hours purely
gazing at the work, infusing it with emotional interest, and in return, the work would
speak volumes, This was particularly so with Spirit of my Youth, and repeatedly with
later works, where the way forward had to be intuited at each turn, without any
preconceived plan. Any decision had to take into account the effect on all of the rest
of the sculpture, three-dimensionally, There is no possibility with this approach of

taking off too much, or in the popular mind, of accidentally chipping off the nose!

With practice, the sculpture informs whatever the next action should be, in a logical

sequence determined by the work itself, rather than being imposed by the artist.
Exceptions exist to this rule, where major changes to the whole work are undertaken.
These will be discussed later, but here too, the work itself is crying out for finer

expression of the aims.

Love walked in through the door one day in the shape of a beautiful voluntary helper
at the John Gray Community Health Centre of which | was the Medical Director. The
clinic was funded by the University of the Witwtersrand, through the moneys
collected by the Student Rag Committee. The Director was Mrs Helen Joseph, who
gained lasting fame later as an heroic fighter against apartheid. We locked after a

theusand families drawn from the poorest white community in Fordsburg, teaching




fine concentric markings, making identification of the species difficult. The trunk had

snapped off just above the point of a bifurcation, leaving two separate forms at the

summit, When carving directly, | always believed in working to the maximum space
of a bleck, never cutling it down to shape or size to fit some preconceived notion.
Apart from the protruding roots, the there were no other distinguishing characteristics
or forms. | was therefore forced for the first time to rely on my own inner fantasies

The resulting images were symbolically representational

Prabably under the influence of Rodin's 'Thinker', | carved a youthful face, chin on
fist, somewhat based on a self-portrait, immersed in thought about the world. In
particular, preoccupied with the significance and relaticnships with the accompanying
farms. In front was a nude female torso representing sexuality. At the reverse of the
head | carved a pair of hands, open in an attitude of prayer and gratitude. By this
means, | acknowledged the many graces and gifts of youth, life had actively
bestowed, through the medium of parents, teachers, and friends. In contrast to the
receptivity of youth, at the base | carved another single hand, actively explonng

outwardly, seeking personal experience of the world in an adult manner.

This direct carving, was also made with the same original shilling chisel.

Mot long after the carving, | mysteriously came into the possession of a small case
filled with the carving chisels of a master carver. How does one explain such
occurrences? They remain unfathomable, except to say that if and when one is
properly prepared and ready for the next stage, life often supplies what is required.
Perhaps | had proved my abilities and readiness for more mature works with ‘Spirit of

My Youth'. Years |later, in London, | made a bronze cast of the woodecarving




\We never again displayed the same team-spirit or the rugby skills, and | lost my fear
But then the headmaster never again inspired the team in his study. Some things

were unique and unrepeatable. Such was the spirit of youth

Six years later In a spirit of youthful exhilaration | drove home from the results posted
at the Medical School to inform my parents that | had passed. | was twenty-two

Most of the way | honked my horn, as if to warn an unsuspecting world of the

presence of the newly licensed practitioner. The embraces were of relief as well as

of pleasure. Youth had delivered its promise of accomplishment and medical

gualification

Happily | departed on holiday with five newly graduated friends driving round the
coast sampling the surfing and the golf courses. On a beach in the Cape | found a
tree-trunk washed up from the sea, which | persuaded the owner of the car to bring
back in the boot. At the end of the holiday, we tock it in turn to drive all night the
thousand miles to Johannesburg, where we were to take up our house-jobs the next

week

Spurred on by the acquisition of the wood, after a day working in the wards, | spent
my free time after dinner in the evening carving a memento of the metamorphosis

from callow medical student to doctor. | called it "Spirit of my Youth'

The wood with its trunk erect and spread of roots below, was aboul three feet high
and two feet wide at the base. The immersion in the sea and erosion by other
objects had rounded off the roots and had given them an integrated structure. The

grain had also radically altered, losing its vertical character and consisting instead of




images of how the Springboks struggled mightily and overcame England at
Twickenham. To emphasise his point he described the weather on that occasion as

being identical to that morning, grey and inclement. He exhorted us to maintain such

sporting traditions and to play our best, if not beyond ourselves. Each boy seemed to

have swelled with silent determination. We were transmuted from a group and fused
into a mass of purpose. He wished us luck and as we turned to leave the room, he
called out 'Rosen don't be scared’. Why he felt the need for this final exhortation |
failed to understand. As everybody was in a high state of tension following his
efforts, his remark passed unnoticed except by me. | had a fine record of scoring
tries, which was not too difficult as | was the school sprint champion and athletics
Victor Ludorum. Scoring tries was often a matter of out-running the oppaosition. Being
scared made one run even faster. What did the headmaster mean when he said

'don't be scared'?

By the afterncon on Saturday, the weather had cleared, the two rival schools were in
force in the stands, and as we ran on to the field from under them, the school rose
and gave the war cry. We were exhilarated. The opponents kicked-off, the ball was
caught by our fly-half who passed to the first centre, who passed the ball to me, and
| ran through and scored under the posts. We converted and they kicked-off again,
with similar consequences, excepl that this time | drew the full-back and passed to
the wing who scored. Walking back to one's position on the field was an exercise in
madesty. We put up twenty-nil at half-time and thirty-nil by the end of the match. The

newspaper critics rated us better than the Provincial match which fallowed




SPIRIT OF MY YOUTH

Of the wonders in biology, the emergence of the butterfly from it chrysalis rates
highly. The transformation from medical student into fully-fledged doctor is equally
marvellous if less obvious, especially to the person concerned. The change in status,
the new opportunity to perform and grow on life's next stage is miraculous at the
moment of realisation, if barely comprehensible. Particularly when the mutation from
youth into maturity is usually imperceptible and life experience of change is limited.
My sculptural cbservation was from the side of youth, which seemed quite

momentous.

My school was sports oriented, in a country where rugby was regarded as a higher

calling. Playing rugby for the school First team and earning one's colours was the

ultimate schoolboy life-experience. Little wonder then, returning to the school in
Pretoria, after a home visit at the beginning of the autumn term, with everyone
already in class, | went straight to the rugby notice board. There the teams were
listed for the first matches of the season. As captain of the Under Fifteen's the year
before, | consulted the Second team list, where | expected a place almost as of right
To my dismay, my name was missing. | turned disconsolately to the Thirds, where it
was also absent. | had been dropped altogether. Almost as an afterthought, and for
the sake of completion, | looked at the First team, where to my incomparable delight,
| had been chosen to play as the outside centre-three-quarter. The match against a
rival local school was very important. it was to be a curtain-raiser to the Saturday
afternoon interprovincial Currie Cup, at the Loftus Versveld ground. The morning
before the match, the headmaster, who taught history with a subdued dramatic flair,

assembled the team in his study. He harangued the standing throng of boys with




STORIES OF SCULPTURE

Introduction

'Every picture tells a story' is usually associated with paintings or photos. Here, the
sequel is reversed, with stories of how sculptures came into being, their meaning,
relevance, and the amusing or at times amazing circumstances of their making

Sculpture is unigue for many reasons. It has great durability and the facility to portray
condensed three-dimensional images directly from the unconscious mind.

For the artist, the sculptures are the record, in this instance, over a life-time, of
aesthetic and spiritual growth. Each work embodies a series of decisions that not
only set the problems to be faced, but also illustrates the success or otherwise of
their resolution. These stories of sculpture tell the history and meaning of specific
works. The stories explain how sculpture evolves through the interaction of inner
fantasies with external chance occurrences - which is a basic mechanism of artistic
creativity

Historical

As a toddler, in Johannesburg, South Africa, | was an enthusiastic maker of mud-
pies. This was an era when playing in a suburban garden with real earth and water,
peacefully on one's own, was a legitimate creative activity. This was before it was
rendered sterile by hygienic sand-trays, or socialized into a group-activity. One could
be totally absorbed in an activity personally discovered and pursued. The outcome
was an avid interest in all earthy derivations, growing things, planting, then, as a
three-year-old, furiously making things at nursery school.

My interest in sculpture was aroused a few years later by a young African boy who
worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled small clay Afrikander cattle, with their characteristic large wide horns and
the hump on their backs. The oxen completely fascinated me, and so did his
creativity, where he effortlessly produced these meaningful creatures from an
invisible inner heritage.

At the age of eight, the family moved into the city, and | changed schools. | must
have felt the need that many children have at that age for a talisman, for some sort
of fetish object to keep in one's pocket, as comforter, protector and friend. Why |
fashioned a small skull out of wood for this purpose, | cannot recollect. The
immediate association with a skull, is the idea of death, but this was not a
preoccupation of mine, either then or subsequently. Much later in life | learned that
the skull is a disguised unconscious symbol of life. To me as a boy, it indicated a free
gpirit of pirate adventure, and a warning to others to beware. The trusty little skull
could be held tightly when one had to walk alone to the school playing-field. We had
to pass through the narrow high-walled passage that ran between two sections of
the city prison; where sometimes human voices resounded in an unintelligible
cacophaony, that would end as suddenly as it began.

The flowering of puberty intensified the feelings of closeness to nature and the urge
to make things. My early teens began at a bo
STORIES OF SCULPTURE

Introduction




When well, the patient was a charming man, who was a furniture manufacturer
Both he and his son insisted that | receive some personal reward, After some
deliberation, | requested some wood to carve. | especially wanted a piece of
stinkwood, the Old Dutch name for an aromatic wood with a beautiful grain and
golden colour. It was the rarest and most beautiful of South African woods). They
were delighted. The father informed me that the piece of stinkwood would be
cracked in many places, which was usual.

| was to carve what | wished and they would insert slivers of wood to completely fill
the cracks, and match the colour externally so as to completely hide the fault. This
was their standard procedure when making high class stinkwood furniture

WWhat to do with the wood became the problem. \it was two feet hight and about ten
inches wide. There cracks or checks all over, with a 3/4 inch wide split running down
one side. The texture and colour more than made up for any blemishes. | settled for
a simple project as an exercise, carving a nude figure from life. Eventually |
managed to persuade our African cook to allow her daughter aged eleven




WHITHER?. Woodcarving. 1944

The year 1944 marked the turning of the Second World War in the Allies favour
Great efforts were being made fo overcome the Nazi stranglehold on much of
Europe. This apparently diverted the Allies from defeating an aim that was being
fiendishly pursued with utter ruthlessness by the Nazi hierarchy. This was the Final
Solution which meant the total destruction of the Jewish race. Jews had been
systematically persecuted since 1933 when Hitler came to power. Evidence had
filtered through to the West of Mazi atrocities in the concentration camps and deals
were apparently offered by the Nazis to save Jews in exchange for war materiel
None of this brought any relief to the millions of Jews threatened with genocide,
though individual acts of heroism to save Jews were performed by many righteous
gentiles

The sculpture ‘Whither?' depicts this tragic situation. An elderly man, dressed in
Jewish traditional style with yarmulke and long jacket, sits pondering his fate. The
world he represents is being torn apart, and he himself is doomed to disappear
Meanwhile, the world is silent

The sculpture is carved directly in an African hardwood called mavula, and was
completed in 1945. The composition of the figure is set within the wood in such a
way that the grain follows the lines of the form. This link between form and medium
became an aim to strive for in all subsequent woodcarvings. Here, it enhances the
warmth and integrity of the old man, but adds to his sense of isolation and despair.

The seriousness of this subject was consistent with what was happening in the
world, and also reflected the engrossing nature of medical studies in the wards. Mot
that one didn’t have fun as a medical student, one certainly did, and in wonderful
company with fellow students and the nursing and other professions. But there were
opportunities to learn about the vicissitudes as well as the pleasures of mankind. We
were encouraged to attend the casually depariments especiallly in

from the protruding roots, the there were no other distinguishing characteristics or
forms. | was therefore forced for the first time to rely on my own inner fantasies, even
though the resulting images were representational. At the reverse of ther head |
carved a pair of hands open in an attitude of prayer or receptivity. By this means, |
acknowledged the many graces and gifts of youth, life had actively bestowed,
through the medium of parents, teachers, and friends. In contrast at the base, an







ecclesiastical authorities. Within the narrow confines of the prescribed forms, the
artists were able to exercise their ariginality. The limitations therefore acted as a spur
to their individuality. | hoped that my own limited conditions for producing art would act

in a similar fashion

To escape having to escort the rather plain daughter of the wealthy relative of some of
my new friends, to a grand ball in Paris, | left the capital for the Mardi Gras in Nice.
This was the first one to be held after the War, and the streets were inches deep in
confetti, the floats magnificent, as were the fireworks displays. | made my way down to
ltaly seeing as much art as | could in Pisa, Florence and the hill cities down to Rome
Some untoward accident occurred soon after my arrival and | decided to return to

London and to take up my appointment at Maudsley after Easter. | had seen the

Michelangelo's in Florence, especially at the Academia and also the Moses in Rome,

and | felt mightily inspired, but rather diminished by the encounter.

The Maudsley Hospital was the premier post-graduate teaching Hospital in psychiatry
in the British Commonwealth. Students came from all over the world, research, and
gain their qualifications. Aubrey Lewis had the reputation of being utterly remorseless
in his pursuit of the truth. In contrast to my time at Weskoppies where seven hundred
patients left one with free afternoons, an allotment of ten patients meant one was
working every minute of the available time. The preliminary history from a patient took
about six hours and this had to be fully recorded. Every piece of information about the

patient had to be checked, if possible, with an informant, a relative or someone close.

One of the many witticisms about Aubrey as he was known was that if you were

presenting a case to him at a conference, and described that the patient had been




LATER BRONZE SCULPTURES

MILLENNIUM MESSENGER

One of the definitions of art is the capluring of chance, or the accidental, in pleasing
and aesthetic forms. The resultant work is al once a discovery and a piece of good

fartune,

In October 1994, two casts of The Revelation were delivered to my studio by the
foundry. Cne of them was the criginal belonging to The Vatican, and it was all packed
up, at my request, to be sent back to The Vatican, having been borrowed for The

Holocaust Sculptures Exhibition in St Paul's.

The resultant shape of the sculplure being packed in bits of bubble-plastic and
corrugated cardboard, was so pleasing that | determined to make a negative cast of it
and produce a positive sculpture. Prior to doing this, | enveloped the whole of the
sculpture in a thicker plain plastic sheet, so as not to damage the packing. Within a few

days | had cast this sculpture, which is about 2 metres high in the packing, into two

separate halves and, in due course again, produced a positive in plaster.

The imperfections of the fitting of the two halves and the markings left by the thick
covering of plastic produced completely surface markings on the sculpture. Part of the
idea of what the sculpture might come to be, was that of the conlinuation of the

Holocaust Sculptures, hinting at a sort of series, although not of the same subject




matter. The essence of The Revelation had been imparted in some subtle way to what

was now a completely new form.

With all these ideas which were basically developmental as in the case of Dreams of
Monsters, | could perceive rather ancient forms which would give rise to modern

everyday or futuristic aspects.

At what became the rear of the sculpture, there were three separate aspects where |
had cut the negative mould into three pieces and these had the character of ancient
eroded blocks of stone from some archaeclogical excavation. The front lower half of
the sculpture took on the form of an Egyptian statue with the gentle curves of the
stomach extending downwards into the solid forms of the legs. At the rear, it became
evident that | should carve some foliage in contrast to the stones, as symbolic of new
growth. Whereas on the upper side of the statue there was a split like a pod opening

within which one could see seed-formation

| had some difficulties in attaching the sculpture to the base | had designed for it, also
in plaster, and needed to make a hole in the sculpture in order to reinforce this
connection with some steel rods. | decided to cut out a rectangle at the bottom front
end and, thinking to do this as meticulously and carefully as possible, succeeded in
remaving a rectangular piece of plaster which | laid aside, thinking to put it back again
and disguise the fact that the hole had ever been made with some plaster. My
thinking, however, took a different turn and this rectangle became the doorway of a

temple. It stood a little off centre between the Egyptian legs, which was very fitting

from the point of view of classical Egyptian sculptures. Playing about with the

rectangular piece that had been cut out, it fitted perfectly when reversed so that the




rough interior of the plaster gave a completely new form and texture to the temple door
which now symbolised the destruction and fall of the temple. At this point the sculpture
was nearly completed, except for a rather bulging front surface, about three quarters of
the way up. This form has a pregnant quality, similar to that in the Pregnant Form. It
also could be seen and further delineated, from one side, to be the shape of a Delta
Wing aircraft of the future, as | worked into the plaster so that the hessian became
evident undemeath. These were burned away with a small butane burner to leave a
most interesting surface pattern, that gave character to the whole werk. Other surface
aspects were formed by the creases in the thick plastic with which | enveloped the

original Revelation.

The final work in the plaster was to integrate all these forms, smooth wherever
necessary and above all to obtain the correct balance of the figure, which gives it its

presence

When the work was finally bronzed, | decided to use a polychrome patina to express
the movement and progress in the work. | used blue over the Delta Wing and green
where the foliage extended upwards. Gold was also used in parts. By rubbing down
the patina, a very sensitive final surface quality was obtained. The most difficult aspect

in the bronzing was to give the final balancing of the figure. The sculpture had to be at

the perfect point of balance in its vertical presence, from every direction. When this

was achieved, the final balance for the sculpture, which had to be done several times,
including the welding, was the positioning of the temple door, which then brought all

the elements and integrated them together.




Early on in the making of the waork, the name The Messenger had come to me. Almost
at the same time, | discovered a couplet by *=*********** which ran: "This is the death of

ages past, and the birth of the age to come.”

The ending of this poem expressed my aims in this sculpture perfectly. Finally |
changed the name to the Millennium Messenger, heralding as it does the Millennium

which is about to greet us. In this sculpture were the ages, and the symbols of the

ages past, with the greenery and the seedpod and the hopes of the age to come,

which have not yet revealed themselves.




HOW STRANGE THE FATES

This sculpture is not only strange to me, but must be one of the strangest sculptures

ever made. Ewven its origin was sirange

In 1995 after sending a fax to somebaody, | cut out a small rectangle of the details of the

ending of the fax and pasted it onto the letter appropriately. Quite by chance | used a
kind of glue | would never have used for this purpose. The glue, known as UHU glue,
is something which comes out of a tube, is very thick and linear in quality. With the
tube, | fearlessly and somewhat rhythmically, ancinted the back of the paper and firmly
stuck the piece down. This paper has a rather curious chemical quality and in this
instance the reaction of the UHU glue with the paper produced markings which came
through to the other side. What | saw when this was done was the design for a
sculpture. A sculpture which became How Strange The Fates. The idea for this struck
me almost as scon as | saw the design made by the glue on the fax paper. On the left-
hand side is a small figure of a man, or a person, facing a rather strange and
threatening object held out towards the person, and emanating from a rather organic
form at the other end of the design, something like the tentacle of an octopus. Two
other curved shapes emanated from this organic form at the same time and linked the

figure of the person below in addition.

| immediately set to work to make this sculpture with a metal armature and out of wax.
The Fates were represented by two curving shapes, one of which spirals upwards and
the other takes a curve down. The menacing head facing the figure is symbolic of
Time, saying in effect that whatever is to happen will happen now, or at its appointed

time, and there is nothing you can do about it.




The design of the sculpture had to be bolted because the curving arms signifying the

good or bad fate were two soft as purely round bat-like shapes. | then aitered them

into a succession of box-like forms which were separate and yet joined, one after the
other. Each of these signified some effect, or factor which almost haphazardly would
contribute finally to what produced the effect of the Fate. Once these had been
completed and the work integrated, it was ready for bronzing. The figure of the person
had hardly to be touched, The arabesques between the good and bad Fates seemed
to me to b e prescient of all similar forms in my work. When it came to the bronzing
this was accomplished satisfactorily and | added a base which was stepped under the
figure to protect it but still keep the figure suspended, as it were, in mid-air, without it
touching the base. In general one can conclude that in most persons' lives, good fate
exceeds the badness that may befall. The arm of the good fate is much longer and
curves upwards, almost inexorably, while the bad fate takes a sudden lurn downwards,
out of control. With all this, the figure of the person looks steadfastly at what is to befall

and keeps its atlitude of dance




THE HOLOCAUST TRIPTYCH

If Christ as a Jew had been physically present in Europe during the Holocaust, He

would probably have perished in some Nazi atrocity.

One of the significant lessons to be learned from the Holocaust is the immense
threat posed to Christianity and the Christian Church by anti-Semitism and all forms

of racial and religious persecution.
In an unstable world, the close bonds betweaen Judaic and Christian moral and
religious teachings require strengthening in order to preserve civilised principles and

to combat the rising tide of anti-Semitic and other intolerance’s

These sculptures will be set up permanently in a The Holy Cross Church, Kreuzberg,

Berlin as a memorial to the Holocaust,

The most destructive episode in human history should not be forgotten but, ina

creative spirit of reconciliation, should be seen as a precursive to the togetherness of

Jews and Christians, with all peoples as equals.




THE MAKING OF THE HOLOCAUST TRIPTYCH

One Sunday afternoon in 1953, feeling rather out of sorts, not having drawn anything
for several months, | decided to attempt some drawing. To my surprise, a complete

drawing emerged of a Christ-figure holding a kind of cross.

The figure had a curve along running from the left side of the head down to the left
arm that was reminiscent and characteristic of sculptures | had made in South Africa
called 'The Kiss' and 'Mother and Child. When | had shown the pictures of my
sculptures at the art school in Paris, the response had been “fres mou”, that the

works were too soft and | was determined to harden my work with sharper edges. In

this drawing the soft line reminiscent of William Blake had emerged again.

The drawing cccurred at a point in my analysis when | gained access within myself to
my strongest creative and loving feelings. When | free-associated in the analysis to
the drawing, it linked with my work with the French Gothic of Chartres, Cimabue and
all the impressions of my European tour. The expectation that my desire to create a
sculpture from the drawing would be diminished by the analytic verbalisation was
proved to be quile false. Instead, | found myself in the grip of a powerful urge to
make the sculpture life-size so that at the end of the session | hurried to purchase

the matenals to begin work.

On a large square wooden base, | fixed a stout metal suppert, on which to fit the
steel rods of the armature for the figure. Due to my punishing clinical schedule | was
only able to work in the evenings and at weekends. The fervour to build the figure

was maintained and made the intense cold in the unheated ground floor studio




somehow irrelevant. During the winter, dressed only in a shirt and shoes, | used
myself as model in the mirror to fashion the lower half of the figure. Slowly the whole
sculpture grew in clay. At the outset | had experimented with altering the proportions
and attitudes of the figure, making whatever changes were necessary for the logical
flow of the work, but in essence it was not possible to depart from the dimensions
and spiritual ethos laid down in the criginal drawing. The concentration required to
make a major sculpture in total isolation made for some unusual experiences.
Engrossed in thought in the darkened ante-room, with the sculpture illuminated at
the far end, | was aware within myself that Michelangelo and Leonardo da Vinci were
struggling for my soul. Michelangelo emerged the winner, being the better sculptor,

but it was by no means a foregone conclusion.

The figure of clay on its steel and lead armature had to be kept wet under covers to

prevent the clay drying out and cracking. The covers could not be laid directly on the

clay to avoid damaging the detail of the modelling and at the beginning and end of
every modelling session the clay had to have water poured over it. One night as |
crouched beneath the raised hands of the figure to work on the lower section, drops
of water from Christ's hand fell on to my forehead in a symbolic baptism. | was
struck molionless while | pondered my position. The symbolism with which | had
imbued the work, was now acting upen me in turn. In a dilemma, | considered the
implications of my apparent baptism but | rejected the notion as pure fantasy as |

was a Jew and would remain so.

The sculpture was called 'The Revelation' as it depicted a hypothetical moment in
the life of Christ when he gained insight into his identity. Christ being human meant

that he was subject to the experience of insight, but being also Divine, when insight




occurred it was total. The work therefore contained in symbolic representation every
element of the Passion to come. Above the figure was a horn that combined Jewish
and Christian symbolism. The horn represented the Hebrew shofar or ram's horn
blown on the most sacred occasion; the cornucopia that contained good news and
gifts; and from certain angles the horn became a cross that was not held by the
supporting right hand but passively allowed its passage as a crucifying agent whose

sharp end was about to penetrate symbaolically into the oval space in the left hand

that was willingly presented for crucifixion. All the elements of the figure expressed

this dual attitude of active allowing and passive experiencing. Christ was guiding his
own destiny, albeit in a passive way, rather than being a victim of crucifixion. The
active and passive elements were also integrated into the masculine-feminine
aspects of the personality where both sexes gained representation in the act of

crucifixion.

The left foot was firmly balanced on the earth, reminiscent of the earthiness of man
and Christ's many walks. The right foot was raised in readiness for crucifixion. |
sought to remind cbservers of the Judaic origin of Christ, to redeem Christians and
Jews from the centuries of anti-Semitic persecution so that their mutual fear and
hatred might be eliminated and that each, Jew and Christian might live together

peacefully and creatively for mankind.

Finally and firmly, as doubts nagged, | decided that no baptism had taken place. It

was all in the mind, and my Jewish identity remained unshaken and intact.




| spent hours gazing at 'The Eevelation' wondering whether to make any changes as
it was viable and acceptable as it was. | should have made a second cast and
incorporated any improvements as a new work. But | was determined that this
should be a work of perfection, with no imperfect precursors left extant. Any

changes | made were to be on a make or break basis.

Thus it was that one morning, with the sun pouring in through the mediaeval stained
glass of the studic's Venetian windows, | commenced work on the statue with a
square-ended stone-carving hammer. No other tools or implements were necessary.
| hammered at the bronze-coloured plaster in a mood which American psycho-
analytic theorists described as 'neutralised aggression’. Systematically | broke the
surface with my repeated hammer blows and by doing so removed the plaster
surface until it became white and pristine once more. In places the varnished metal
armature was exposed to the light of day. Shards of plaster flew in all directions as |
worked, skidding over and littering the whole studic floor. Gone was the skirt and the
curve of the arm, which, to make logical sculptural sense, meant removing the whole
of the neck so that the head was more erect on its two bared armature rods. No

thought or anxiety occurred that | might spoil or damage the work as | hammered

away in a mood of total calm.

Suddenly in the midst of the action, | became conscious of the symbeolic nature of the
hammering. | was beating Christ! A numinous feeling overcame me and | dropped
the hammer and had to run out of the studio. Only after some time was | able to

continue with the work.




This new version of the work took some years to complete as many hours were
spent in contemplation. Every sguare centimetre required working over with the

hammer and wilh stone-carving chisels until | could produce the perfection | sought

Before its completion, | was invited to present a paper at a conference on Psycho-
analysis and Art in Normandy in France. In my paper; 'Psycho-analysis and
Sculpture’, | explored the development of the body-ego in relation to the concept of
space using the medium of my own works as examples in comparison with the four
Pietas of Michelangelo as the examples, a man being judged by the company he

keeps.

The Revelation was presented to Pope John-Paul Il during his visit to Britain by the
Council of Christians and Jews. The statue now is in the Floreria Collection in the in
the VWatican and was loaned for the exhibition in St Paul's Cathedral, and for the

making of a second bronze cast.

The making of the Revelation has already been described, and | take up the story of
the Triptych where some years after the Revelation had been cast in bronze |

enquired whether the foundry possessed the original plaster model. It was still there

and they agreed to send it to me, but took little care in its despatch. One afternoon a

large truck arrived outside my house bearing a very fragile, battered plaster Christ
that had been left out in the rain and shaken almost to bits by not being properly
secured for the journey. The statue stood high above the ground at the tail-board
and it was immediately obvious that any attempt te move it would be disastrous and
would dislodge more bits of plaster off the metal armature that would be irreparable.

Urgent treatment was called for. | recalled there was some used crepe bandages in




the bathroom, which with great care | wrapped around the lower half of the figure in
preparation for taking it down. Gazing up at the seven foot high figure that towered
above, | perceived the situation to be analogous to taking Christ down from the cross

where applying the bandages was like wrapping him in a winding-sheet. The

spontaneous symbolisation of the Deposition resulted from the real events occurring

to the sculpture

The plaster cast was successfully transferred from the truck to the studio without
incident and imparted an aura of a unigue new piece. The arms had been removed
to facilitate the casting into bronze and the stance of the legs had been transformed
by the winding of the bandages into a classical draping that required no further work
except to soak them in plaster of Paris to make them an integral part of the work.
After further consideration | altered the facial expression into the miracle of the

triumph of Christian resurrection and Jewish survival

The figure in that state was complete and called Echo the Survivor to transport it to
the foundry | built a cradle out of wooden beams to secure it, which later formed the
cross for the third sculpture. The inspiration for this new third figure came about
during its casting in the following way. When | examined the bronze cast at the
chasing department after it was removed from the mould, there was a bad distortion
of the legs needing straightening. To do this meant cutting the legs off the base and
setting up a frame in which the original plaster cast and the faulty bronze could be
raised up and accurately compared and the distortion dealt with. | was attempting to
make such a frame when the foreman suggested we use the heavy hoist. The
bronze cast was raised up quite high where it struck me as appearing to be raised up

for crucifixion. | decided that | should make a third figure from the same basic




plaster cast that would in some way be crucified as part of Christ's experience as a

Jew in the Holocaust

The beam for the vertical support of the cross was an old joist with subtle curves to
it, full of character from old nail marks and stripes from the ceiling strips. When it
came to making the cross-piece oul of similar timber | baulked at the idea. The
cross was an integral part of the holy ambience of the crucifixion and could not be
incorporated in a sculpture designed to condemn Mazi atrocities. The same line of
thought applied to portraying a crucifixion. As a Jew, Christ would not have been
crucified by the Mazis, which was holy, he would have been subjected to the most
terrible atrocity. But which? There was a limit of the horror to which one could
subject the viewers. Into my mind came the idea of impalement which | dismissed as
too horrible to depict, but it persisted with a vigour | found impossible to resist. At
such peints in the creation of a work of art one is faced with what seems the most
important decision of one's life that tests one's artistic integrity as well as one’s
aesthetic judgement. These moments of decision determine the veracity of the work

and one's identity as an artist.

The decision to impale the figure helped solve the problem of the cross-piece. By

beiting one side of the cross-piece to the upright | produced a false cross that also

stood for an arm of a gibbet, and a place for impalement. | experimented with the
proportions of the cross and the position of the impalement which was to be by a
metal bolt. The different places | tried accounted for the holes bored through the

wood.




The original plaster cast was by this time in a delicate state, almost in pieces, and

required wires to suspend it from the cross-piece. While | was working on it, the

lower half of the figure separated off and fell, but was held by a wire so that it hung

balanced upside down swinging to and fre. For the figure to come apart in this way
threatened the viability of the sculpture, but the harmonic rhythm with which the leg
swung suspended by the wire, meant the presence of a dynamic force which made
me decide to incorporate it into the work in that position. | decided that the two

separate halves though related should have their own unigue individual symbaolisms.

In a week full of incident, a pit bull terrier had charged into my Ferrari 400 and
wrecked the door. The car which was then robbed of its radio while being repaired.
Further accidents occurred that contributed to the eventual design of the sculpture.
It was set up in the studio in its place between a true-sized photocopy mock-up of
the Revelation on the left, the original of which was in the Vatican and on the right
side was Echo the Surviver in bronze mounted on a wooden base with sharp
squared edges. Around midnight | was working on the lower section that was now
the reversed leg of the figure, when it slipped off the retaining wire and the foot
crashed against the sharp point of the wooden base and splintered into bits of
plaster. | was crouched below and | lay back on the floor enquiring aloud why fate
had heaped these misfortunes upon me out of the blue. This time the shattered foot
surely meant the work was at an end. More out of habit than hope, | gathered
together the larger fragments of the foot, bound them in place on the armature and
went to bed. In the morning | was amazed to find that the basic anatomy of the foot
had been preserved and that the armature had been revealed to perfection by the
missing pieces of plaster. The crash had contributed to the making of the piece, by

exposing the metal armature as a symbol of purity and inner strength. In keeping




with the idea that the armature was the medium of spiritual expression, | removed
the face of Christ leaving the armature of the head intact, thus concentrating the
armature as a uniting structure running through the torso. The work was now ready

for bronzing

Naming the last two sculptures presented considerable difficulties. | made up the
name of “Acroscily” because the work depicted Christ on the cross in an atrocity that
was also an obscenity. The impaled torso represented Christ with the revealed
armature representing his indestructible spirit. The message of the torso was that
racial and religious intolerance was not to be permitted against any race or group as
it went against the teaching of Christ personally. The leg reversed represented the
Christian Church with its institutions, founded by St Peter who was crucified upside
down in Rome. It was the duty of the established Church to eradicate anti-Semitism

and racial and religious intolerance.

Echo the Surviver was so named to celebrate the Resurrection and the survival of

the Jewish people with their ancient spiritual values intact after a genocidal intent

that echoed of centuries of persecution.

| will omit the design problems in fixing the cross and the leg to the base, but | must

describe my experience finishing the bronze sections of Acroscity as the process

turned into the acme of sculptural creativity. | used a pneumatic gnnder to grind the
bronze torso and leg continuously without stopping for two and a half days for ten
hours a day. | was so engrossed working alone over a weekend in the closed
foundry that | became part of the sculpture process, merged with the grinder, without

any conscious awareness of what 1o do except grinding. The unconscious had taken




over and the accompanying mood was one of an enjoyable sense of creativity at its

essence, watching the forms emerge with great beauty

Late on the Monday moming, as | was in the throes of finishing the sculpture, |

espied the foundry owner coming towards me with Sir Eduardo Paolozzi the sculptor

| kept my head down to concentrate on the last of the grinding and pretended not to
notice them. They stood watching me for a few minutes when Paolozzi said "He

appears to be driven. That's the way to make sculpture.”

The following statements were displayed in St Paul's Cathedral for six months with

the triptych:




THE REVELATION

The Revelation expresses a hypothetical moment in the life of Christ, when He has

insight into His true identity. Being Christ, His insight is total. The sculpture

therefore symbolises all the events of the forthcoming Passion.




ACROSCITY

Acroscity is a combination of ‘Christ on the Cross' and the word *atrocity’. Christ as a
Jew is not crucified but impaled to personify the false values of the Nazi era which
assumed Christian guise at times. The mutilated and abstracted aspects of the
figure express the cold murderous rage of the Holocaust. The upper half of the
figure represents Christ. The lower portion Is upside-down, resembling the reverse

crucifixion of 5t Peter, who is a symbaol of the established Church.

Any threat to Judaism and Jews is therefore simultaneously a threat to Christianity

and the Church with all its institutions.




ECHO THE SURVIVOR

Echo The Survivor celebrates those qualities of spiritual endurance and survival of

the worst cruelty and destructiveness yet devised by man.

From a Jewish point of view, Holocaust survivors have shown the capacity of an
ancient faith and people to overcome genocide with their moral and spiritual qualities
intact. The bindings placed on the dead Christ during the Descent from the Cross
are strained as the figure rises in majesty, as an unconquerable resurgence of the

spirit.

The indestructible spiritual values of mankind are symbolised by the protruding steel

armatures within the figures
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STORIES OF SCULPTURE

INTRODUCTION

'Every picture tells a story' is usually associated with paintings or photos. Here, the

sequel is reversed, with stories of how sculptures came into being, their meaning,
relevance, and the amusing or at times amazing circumstances of their making.
Sculpture is unique for many reasons. It has great durability and the tacility to portray

condensed three-dimensional images directly from the unconscious mind.

These sculptures are the record of a life-time of aesthetic and spiritual growth. Each
work embodies a series of decisions that not only set the problems to be faced, but
alsa illustrates the success or otherwise of their resolution. These stories tell the
history and meaning of specific works and explain how sculpture evolves through the
interaction of inner fantasies with external chance occurrences, one of the basic

mechanisms of artistic creativity.

HISTORICAL

As a toddler, in Johannesburg, South Africa, | was an enthusiastic maker of mud-
pies, in an era when playing peacefully on one's own in a suburban garden with real
earth and water, was a legitimate creative activity, before it was rendered sterile by

hygienic sand-trays, or socialised into a group-activity. One could be totally absorbed

in this activity that had been personally discovered and freely pursued. The outcome




was an avid interest in the earth and its derivations, discovering that things planted

actually grew then, as a three-year-old, making things furiously at nursery school.

My interest in sculpture was aroused a few years later by a young African boy who

worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled small clay Afrikander cattle, with their characteristic large wide horns and
the hump on their backs. The oxen completely fascinated me, and 5o did his
creativity, where he effortlessly produced these meaningful creatures from an old

traditional heritage.

At the age of eight, the family moved into the city, and | changed schools. | must
have felt the need that many children have at that age for a talisman, for some sort
of fetish object to keep in one's pocket, as comforter, protector and friend. Why |
fashioned a small skull out of wood for this purpose, | cannot recollect. The
immediate association with a skull, is the idea of death, but this was not a
preoccupation of mine, either then or subsequently. Much later in life | learned that
the skull is a disguised unconscious symbol of life. To me as a boy, it indicated a free
spirit of pirate adventure, and a warning to others to beware. The trusty little skull
could be held tightly when one had to walk alone to the school playing-field when we
had to pass through the narrow high-walled passage that ran between two sections
of the city prison; where sometimes human voices resounded in an unintelligible

cacophony, that would end as suddenly as it began

The flowering of puberty intensified the feelings of closeness to nature and the urge
to make things. My early teens began at a boarding school in Pretoria that was

proud of its splendid sporting and academic tradition, and its fine buildings designed




like an Oxford college. | enralled in the Latin class and was encouraged by Walter
Battiss, a leading painter, the art master, to produce art on my own, eschewing the

formal art education that was present but somehow unavailable

The school lay in sixty acres of gardens, forest and rocky hillside. Wandering in the
woods, | was attracted to the gnarled bark of the old pine trees. | could split off
sections of bark and cut away the rough exterior to reveal the fine-grained, honey-
coloured, soft wood beneath, which was firm enough for carving. Following my
earliest impressions of sculpture, | carved the shapes of animals. Finally | made a
model in wood of a public monument consisting of a square central pillar with animal
heads set around it. These heads, fashioned out of bark, alternated on all sides,

and were of creatures such as deer and lions

Because of the apparent impossibility of ever realising my monument in reality,

together with the imagined inadequacy of my materials, | decided to give up working

in bark in favour of carving directly in wood. The decision was momentous.

With a small length of timber and a curved chisel costing a shilling, | set about
carving my first real sculpture, a reclining lion. The tail fitted separately on the one
side, as | had carved the figure the full two inch width of the block. My lion may not
have been chosen to grace the portals of an ancient citadel, but it had an agresable
archaic presence. | loved it as a descendant of the lions in my fantasy who were my
friends and who protected me from the invisible predators inhabiting my childhood

fears of the dark.




This brief history takes account of my childhood and early adolescence, before |

began to make sculpture properly. At the age of fifteen, another inner urge became

manifest which was to influence my later life and complicate my relationship with
sculpture occured during my last year of high school when as a prefect in our
boarding-house of fifty boys. It was plain to me that several of the younger boys
could profit from talking to them about their daily or personal problems. | would invite
them from the common prep-room into my study for 'chats’, which were mutually
rewarding. Thus began my interest and subsequent professional career as
psychiatrist and psycho-analyst. How these two major interests, sculpture and
psychotherapy, functioned in my life will be clear in the stories. Suffice it to say that
on the urgings of others, | plagued myself for years with the problem of which to
pursue. Eventually it became clear that | had to do both and that each had a practical

and spiritually beneficial effect on the ather

| enrolled to study medicine, being unsure of my true métier. | considered
engineering seriously and basically wanted to read psychology, anatomy and
physiology, for which subjects no integrated course was available. A training in the
arts was considered by my parents to be too superficial with a war on and would only
lead to starvation in a Parisian garret.

Anatomical dissection in zoology and then on the human body stimulated the urge to

reveal forms that were perfect and in my experience, unique.

It was in the fourth year of study, in 1944, when clinical work commenced, that
sculpture and psychotherapy both emerged fully fledged. My family were living and
working in a large hotel owned by my parents and | was asked by one of the barmen

to help his wife who had a stillborn child and was deeply depressed. Without any




training in such a delicate situation, | was able to sort out her feelings so that she

made a rather rapid and dramatic recovery. | realised | had some gift for and wish to
pursue this kind of work, which | confided to the barman. Howewver, | thought this was
futile as no such occupation existed officially. | became interested in surgery, which |
had been practising in casualty since my first year and pointed me in the direction of
plastic surgery. This interest in surgery led me to read about the lives of its great
histarical figures, of whom none was more illustricus or romantic than John Hunter.
Based on a tiny photograph in Garrison's History of Medicine, he became the subject

of my first portrait sculpture.
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work embodies a series of decisions that not only set the problems to be faced, but
also illustrates the success or otherwise of their resolution. These stories tell the
history and meaning of specific works and explain how sculpture evolves through the
interaction of inner fantasies with external chance occurrences, one of the basic

mechanisms of artistic creativity.

HISTORICAL

As a toddler, in Johannesburg, South Africa, | was an enthusiastic maker of mud-

pies, in an era when playing peacefully on one's own in a suburban garden with real
earth and water, was a legitimate creative activity, before it was rendered sterile by
hygienic sand-trays, or socialised into a group-activity. One could be totally absorbed

in this activity that had been personally discovered and freely pursued. The outcome




was an avid interest in the earth and its derivations, discovering that things planted

actually grew then, as a three-year-old, making things furiously at nursery scheool

My interest in sculpture was aroused a few years later by a young African boy who
worked in the house. To amuse himself, or to remind him of his life in the country, he
modelled small clay Afrikander cattle, with their characteristic large wide horns and
the hump on their backs. The oxen completely fascinated me, and so did his
creativity, where he effortlessly produced these meaningful creatures from an old

traditional heritage.

At the age of eight, the family moved into the city, and | changed schools. | must
have felt the need that many children have at that age for a talisman, for some sort
of fetish object to keep in one's pocket, as comforter, protector and friend. Why |
fashioned a small skull out of wood for this purpose, | cannot recollect. The

immediate association with a skull, is the idea of death, but this was not a

precccupation of mine, either then or subsequently. Much later in life | learned that

the skull is a disguised unconscious symbol of life. To me as a boy, it indicated a free
spirit of pirate adventure, and a warning to others to beware. The trusty little skull
could be held tightly when one had to walk alone to the school playing-field when we
had to pass through the narrow high-walled passage that ran between two sections
of the city prison; where sometimes human voices resounded in an unintelligible

cacophony, that would end as suddenly as it began.

The flowering of puberty intensified the feelings of closeness to nature and the urge
to make things. My early teens began at a boarding school in Pretoria that was

proud of its splendid sporting and academic tradition, and its fine buildings designed




like an Oxford college. | enrolled in the Latin class and was encouraged by Walter
Battiss, a leading painter, the art master, to produce art on my own, eschewing the

formal art education that was present but somehow unavailable,

The school lay in sixty acres of gardens, forest and rocky hillside. Wandering in the
woods, | was attracted to the gnarled bark of the old pine trees. | could split off
sections of bark and cut away the rough exterior to reveal the fine-grained, honey-
coloured, soft wood beneath, which was firm enough for carving. Following my
earliest impressions of sculpture, | carved the shapes of animals. Finally | made a
model in wood of a public monument consisting of a square central pillar with animal
heads set around it. These heads, fashioned out of bark, alternated on all sides,

and were of creatures such as deer and lions

Because of the apparent impossibility of ever realising my monument in reality,

together with the imagined inadequacy of my materials, | decided to give up working

in bark in favour of carving directly in wood. The decision was momentous.

With a small length of timber and a curved chisel costing a shilling, | set about
carving my first real sculpture, a reclining lion. The tail fitted separately on the one
side, as | had carved the figure the full two inch width of the block. My lion may not
have been chosen to grace the portals of an ancient citadel, but it had an agreeable
archaic presence. | loved it as a descendant of the lions in my fantasy who were my
friends and who protected me from the invisible predators inhabiting my childhood

fears of the dark,




This brief history takes account of my childhood and early adolescence, before |
began to make sculpture properly. At the age of fifteen, another inner urge became
manifest which was to influence my later life and complicate my relationship with
sculpture occured during my last year of high school when as a prefect in our
boarding-house of fifty boys. It was plain to me that several of the younger boys
could profit from talking to them about their daily or personal problems. | would invite
them from the common prep-room into my study for 'chats’, which were mutually
rewarding. Thus began my interest and subsequent professional career as

psychiatrist and psycho-analyst. How these two major interests, sculpture and

psychatherapy, functioned in my life will be clear in the stories. Suffice it to say that

on the urgings of others, | plagued myself for years with the problem of which to
pursue. Eventually it became clear that | had to do both and that each had a practical

and spiritually beneficial effect on the other

| enrolled to study medicine, being unsure of my true métier. | considered
engineering seriously and basically wanted to read psychelegy, anatomy and
physiology, for which subjects no integrated course was available. A training in the
arts was considered by my parents to be too superficial with a war on and would only
lead to starvation in a Parisian garret.

Anatomical dissection in zoology and then on the human body stimulated the urge to

reveal forms that were perfect and in my experience, unique.

It was in the fourth year of study, in 1944, when clinical work commenced, that
sculpture and psychotherapy both emerged fully fledged. My family were living and
working in a large hotel owned by my parents and | was asked by one of the barmen

to help his wife who had a stillborn child and was deeply depressed. Without any




training in such a delicate situation, | was able to sort out her feelings so that she

made a rather rapid and dramatic recovery. | realised | had some gift for and wish to

pursue this kind of work, which | confided to the barman. However, | thought this was

futile as no such occupation existed officially. | became interested in surgery, which |
had been practising in casualty since my first year and pointed me in the direction of
plastic surgery. This interest in surgery led me to read about the lives of its great
historical figures, of whom none was more illustrious or romantic than John Hunter
Based on a tiny photograph in Garrison's History of Medicine, he became the subject

of my first portrait sculpture.







SPIRIT OF MY YOUTH Bronze 34" High
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The Maudsley Hospital was the premier post-graduate teaching Hospital in psychiatry in the
British Commonwealth. Students came from all over the world, research, and gain their
qualifications. Aubrey Lewis had the reputation of being utterly remorseless in his pursuit of
the truth. In contrast to my time at Weskoppies where seven hundred patients left one with free
afternoons, an allotment of ten patients meant one was working every minute of the available
time. The preliminary history from a patient took about six hours and this had to be fully
recorded. Every piece of information about the patient had to be checked, if possible, with an
informant, a relative or someone close.

One of the many witticisms about Aubrey as he was known was that if you were presenting a
case to him at a conference, and described that the patient had been making love with a partner
in a field at night with the moon shining, you were expected to have written to the man in the
moon to verify the information. Aubrey followed the principle of Descartes, that the only thing
one could believe was one's doubt. He saw himself as bringing science into the rather
indeterminate field of psychiatry, and hoped that the school he was developing would produce
crops of professionals in psychiatry that would spread universally. In the main, both of these
aims turned out to be true. Professor Lewis never taught anvthing in psychiatry, he merely
logically questioned around the path which seemed pertinent and in this way, certainly in my
own case, taught one how to think, which was a very rare accomplishment in medical studies.
With all that, he was a very humane and kindly man, and when 1 approached him with the
project of making a bust of Henry Maudsley, the founder, he was enthusiastic about the idea and
contributed personally the £50 towards its final bronzing.

Henry Maudsley was a prominent London psychiatrist who left £20,000 towards the founding
of the hospital which was to bear his name, the main funds being subscribed by the London
County Council. After the Second World War, with the foundation of the National Health
Service, the poorest but brightly academic Maudsley was united to the very rich bride of
Bethlem Royal Hospital with its 700 year history, and gained its connotation in English life and
literature as Bedlam.

The photographs that were supplied to me of Henry Maudsley showed a rather imposing figure
with a bald, dome-like head, massive beard and jowls, and rather deep-set narrow eyes. The
total impression was that of a rather distinguished bearded figure. My immediate reaction was
not to make him as he appeared in full detail as I had proved I could do with the Weskloppies
Superintendent's head, but rather to show him close to his likeness as a man of vision and ideals
in the cause of psychiatrv. So under the influence of my European capital grant, capital tour,
what came to mind was the beard of Michelangelo's Moses and that of the self-portrait of
Leonardo as well as the head of St Paul from the Ecole des Beaux Arts. I decided that 1 would
somehow strike some happy medium between them and embarked upon making the portrait in
clay one-and-a-half times life-size to do justice to the importance of the man.
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Professor Lewis did not at that time have any cases personally under him as he administered the
Maudsley and Bethlem Royal Hospital's many academic service units that he was developing.

He did, however, have a professorial umit with its weekly case-conference where the wards were
run by three senior Consultants, the most senior of which was Dr (later Professor) Irwin
Stengel. I was seconded to Dr Stengel's unit and became very close to huim and his wife during
my tenure in his wards, of about two vears. OUnly recently did 1 hear from a colleague of
Stengel's remark about me when I was appointed to his unit. Stengel was reported to have said,
"They have sent me a Registrar who doesn't know whether he wants to be Michelangelo or
Moses." Stengel's wit was proverbial and I shall give examples of ths further down when I
come to the portrait that I made of him.

Probably because of my interest and experience in art, when a young patient, who was a student
at the Royal College of Art was admitted to the Hospital, she was put in my care. Happily, she
responded to treatment and became well, This was cause of much gratitude by her tutor and
later Professor of painting, Carel Weight. He arranged for me to be able to work with my head
of Henry Maudsley at the sculpture department of the Royal College of Art while the students
were on holiday.

One Saturday afternoon late, when [ had completed the portrait in clay and already made the
two halves of the negative mould, | had bound them together and was busy pouring plaster into
the open end of the mould which was on a wooden chair. My attention must have gone on to

something else, for suddenly to my consternation, as | swirled the plaster round in the rather
large mould, the whole mould slipped off the chair and landed with a crash on the [loor,
breaking the bottom of the mould, at which point all the cream-like consistency of the plaster

ran out in all directions. The bindings came off and there was nothing else for me to do but to
bind the two halves of the mould together again and replace it on the chair and pour in the
plaster as best | could, hoping that [ would at least gain a positive something. This was an
example of the disasters usually associated with the making of sculpture. 1 had hoped that 1
could have avoided such an event, but it was not to be. However, when the plaster inside was
dry, I chipped away the negative mould, to find that everything was in perfect order except for
the very top of the cranium, which | was able to re-model without much trouble. 1 felt it had
been a very near thing, because | would never have had the courage to re-model the portrait
again. It went through the bronzing process perfectly well and, to my great delight and intense
surprise, was accepted for exhibition at The Royal Academy Summer Show in 1953, having
been placed in a prime position in the centre of the round sculpture hall.




PSYCHIATRIC PORTRAITS

With hindsight, anyone would have predicted that once | had entered the profession
of medicine, | would end up as a psychiatrist. The only one blind to this fact was me,
as | was bent on surgery. In addition to the psychotherapeutic stories recalled above,
Amusing evidence of psychiatric competence was revealed, when as students we
spent a few days talking to some of the two thousand mental patients in the closed
wards of Weskoppies Hospital situated in Pretoria.

The patients were segregated according to sex and colour. A colleague and mysle
entered the day room of a male European ward, to find it empty except for a single
patient standing on his head on one of the leather couches. Not wishing to disturb
him, we waited some time until he decided to come down. As he advanced towards
us in friendly fashion, | observed that he was probably Jewish, and for some
unknoiwn reason | felt prompted to ask him, 'Are you the Messiah?'. 'Who else?', he
replied without hesitation.

| found the patients fascinating, but felt repulsed by the unreal stiliness and beauty of
the grounds and gardens, and the endless alienation from normal life of the chronic
patients in the back wards.

Five years later, as part of my psychiatric training, | spent six months on the staff as
a registrar. Instead of commuting every day from Johannesburg with colleagues |
agreed to live in on the condition that | occupied one of the doctor’s houses in the
grounds. These were only for married staff, but | had my way as there were staff
shortages, and the Superintendent had taken a shine to me. This was expressed by
my being supplied with a fridge, something, | was informed, that usually took six
manths for permanent members of staff.

Initially | was put in charge of seven hundred chronic patients. This sounded a lot but
entailed relatively light duties. Every morning one visited every ward and talked to or
was observed by every patient, so they could have free access to a doctor. In the
era before modern psychoactiv drugs, the only treatments were sedatives, electric
shock treatment, and insulin therapy. Chronic syphilitic disoders such as General
Paralysis of the Insane (GPI) were treated with malarial therapy. Many newly
admitted patlients on the active treatment wards recovered with the treatments
available and were discharged. My patients, mostly chronic schizophrenics, were
already institutionalised, and my main duties were to examine them at yearly, five-
yearly or ten-yearly periods laid down by law. The written in many instances was a
repetition of the previous record, which was the abbreviation 1.5.Q, short for 'In
status quo’, meaning unchanged. Fulfilling these statutory requirements left the
afternoon free. | knew that | would soon be given further more active duties, and |
was determined not to let the opportunity pass to make portraits of the patients.

| therefore began to look for likely sitters who would best exemplify the psychiatric
disorders | wanted to portray. The intention was to combine my psychiatric and
artistic awareness.
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The position of Physician-Superintendent at the Weskoppies Hospital was virtually that of a
king in his own kingdom. He exercised his authority through the medium of the descencling
hierarchy of medical and nursing staff. From a clinical point of view, his authority -was
exercised once a week at a conference to which patients were presented who were either new,
required treatment, or were up for discharge. The conference room was fairly large with a fine
mahogany horse-shoe shaped table round which the medical officers sat according to their
seniority and rank in descending order. At the opening of the horse-shoe, a chair was placed in
which the respective patient was invited to sit with the nurse in attendance, usually for purposes
of interpretation or information, but otherw?se it was a purely private confidential experience.

Sitting at the foot of the table on one side of the arm of the horse-shoe, | was able to observe the
proceedings at some vantage point. The Superintendent was meticulous in his observance of
the procedure and also very firm in his opinion of either a diagnosis, treatment, prognosis or a
result. His clinical acumen was such that he could, and would, spot the diagnosis of a mew
patient as he was walking into a room before sitting down in the chair. Decades of chimcal
observation had gone into this and he was very much admired and respected for it.

It is accepted that most large organisations have their tone set by the person at the head.

Nowhere was this better exemplified than at the conference table. As he spoke in measured
tones, the Superintendent would light his pipe, suck on his pipe, play with his pipe and, when |
realised it, so did everybody else on the permanent medical staff in unison. This must have
made a deep impression on the patients who were probably already humbled and cowed by their
having to enter a mental hospital. Pipe-smoking had become a symbol, not only of authority,

but of wisdom.

In order to test my own opinion and learn from the proceedings, 1 wrote down on a small piece
of paper whatever the probably diagnosis or treatment should be and then checked this with. the
final opinion of the whole conference as annunciated by the Superintendent himself. At the
beginning 1 found that there were clinical syndromes which would mutiny and which one
learned, but that after a few weeks, one was getting nearly a hundred percent of the diagnoses
correct, purely because there were only five or six which were being employed. Within this
range of categories, a clinical diagnosis of a new patient was usually unanimous. The
treatments which followed were also unanimously agreed, there being also few n type. "lThe
medical authorities had the rather invidious task at times of deciding whether a man charged
with a serious crime, such as murder, was psvchiatrically ill or not. Here again, the simple
categories applied. Rather disturbed individuals who did not exhibit the signs and symptoms of
a formal psychiatric illness were judged to be normal with all the consequences.
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| began to realise that working in the Service, as it was known, again in principle, was never to
make a mistake. To play for safety and not endanger the ascent to the next rung on the
professional ladder. As someone seconded to the hospital for the purposes of training from a
quite different service, | was able to experiment therapeutically with the treatment of some of
the patients, which had the blessing of the senior medical staff member in charge of that ward.

Like the rest of the staff, I held the Superintendent in awe, in spite of the friendly relationship
which had sprung up between us. This, then, was the background to the sittings for his portrait
which took place like the previous ones with the patients, in the small front room of my house
in the gardens. I decided I would do his portrait as realistically as possible, with an eye to the
fact that he would probably in a short time be promoted to the position of Commissioner of
Mental Hygiene. The work went well and was soon completed. We talked about his early life
and medical training, how he had come from an Afrikaner family and gone to England for his
training and had come back more English than Afrikaans as a result. He wondered whether this
would have been held against him, given the prevailing mood of the Afrikaners to dominate
every professional activity wherever possible. This was the aim of the Broederbond, the secret
society which ruled the Afrikaner political and cultural affairs. Their influence was particularly
strong in Pretoria where Weskoppies was situated, the administrative capital of the country. A
few days after the portrait was completed, when we had agreed that it would be cast into bronze,

I had a very early moming telephone call from the Superintendent, destroying his agreement to
have the work cast in bronze. He repeated his idea that nobody would want it, that it was too
expensive (£30) and that his shares and investments on the stock market were not doing too

well. There was nothing [ could say in spite of an attempt to dissuade him, and we had to
accept that it was not going to be cast in bronze. Now | think that he felt forced to do this, apart
for the reasons stated, that it would have appeared presumptuous for him to have his portrait in
bronze, as heir-presumptive to the Commissioner. Questions might also have been raised as to
what one of the Registrars was doing making sculptures in the hospital instead of treating the
patients.

Completion of the fifth portrait marked the cessation of my sculptural activity in the hospital. |
was taken off the chronic wards which were then given to my other student colleagues and
given much more serious responsibilities. Each of the wards and shepherd psychiatric services
within the hospital and supplied by the hospital to outside agencies, was under the medical
responsibility of a senior Consultant. However, juniors such as myself, were responsible for the
day-to-day treatments and the running of the particular ward or service.




Suddenly there were no more free afternoons. [ was given charge of the dispensary, two active
treatment wards, and in tum the malaria therapy ward, electric shock treatment, and the insulin
ward. This was followed up by a stint in the acute male admission ward. There, a jumor doctor
only entered to do the medical examination on a newly admitted patient, or for some particular
need. Otherwise the running and daily life of the ward was mamtained in the hands of the
highly skilled male nurses.

[ only took three pieces*****##s#sxsnsssnnsss At Tara Hospital in Johannesburg, where |
was formally placed for training, | had had experience with former soldiers who had had severe

traumatic experiences in the war and who suffered still from shock and nightmares. It was
possible to relieve them of their symptoms and improve their conditions with the administration

intravenously of sodium amytal which put them into a trance, in which they remained semi-
conscious and could talk about their experiences which otherwise had been repressed. This
abreaction therapy was highly successful in the treatment of such conditions. In one of my
wards there was a patient diagnosed as catatonic schizophrenic, who stood motionless,
sometimes with his arms extended and immobile for hours on end and who had to be moved out
of the sun into the shade from time to time so as not to get burned, by other patients in the ward.
He had not spoken for about nine years. This intravenous sodium amytal, after a great deal of
effort on my part, trying to make contact with him by talking to him continuously, I was able to
somehow reach him within himself, and he came out of his catatonic stupor, talked and walked
about like a normal, if rather hunched, figure. This was of course a very dramatic outcome, but
it failed to be maintained, and he regressed back into his catatonic state. I was at my wits end
what to do to try to maintain him in his normality and consulted the other senior members of
staff. By common consent they felt he should have electric shock therapy, which to me seemed
rather violent and debasing. I had no other alternative and was present when he was given the
first of these treatments. The patient fought like an animal to escape but was manhandled onto
the table and the shock given. However, these in due course failed to maintain his
improvement, and probably sealed his fate. These were very bitter lessons for a young doctor.

Tara was also a centre for group psychotherapy, where | developed some expertise in this area.
| therefore set up a small group of chronic schizophrenics where they held their meetings daily
in the sun, but these patients had been selected by the nurses, and there was very little sign of
any improvement, which to the amusement of the charge-nurse who, though extremely co-
operative, had done his job for years and could see no reason for any changes.







The other area in which 1 did more successful group therapy, was in what was known as a Work
Colony, a sort of detention centre for minor and first offenders. I wrote a small paper on the
results of this work, with a recommendation that such group therapy be instituted as part of the
regular therapeutic regiment in the Work Colony and submitted it to the Superintendent. My
recommendation had to go through to the Commissioner and the Superintendent was required to
give his opinion on the matter. This was wholly negative. In rather vivid descnptive terms, he
expounded how, in his opinion, such group activity would merely the focus for cnminals to
learn from one another and other similar condemnations. At that point I felt at least | had tned
and as [ was due to leave the hospital and go back to Tara, [ put the whole matter behind me.

Although a mental hospital of this size tends to be a world of its own, events in the outside

world put a tinge upon it. Each ward had a radio which played all day and kept the patients in
touch with what was going on. Field Marshall Young Smucs had died and the radio in the ward
described the procession of his funeral cortege which was passing up from the centre of Pretona
towards the railway station. This was a few hundred yards up the road from where we were,
and so | jumped into my car and drove up to what is called Church Street at a point where the
I'ransvaal Museum, where Broom was the Director, lay opposite the Pretoria City Hall where |
was standing. The sad procession made its way up the hill and I had arrived just in time to see
the coffin on its military carriage with Field Marshall Smucs’ black charger following, his
cavalry boots in the reverse position in the stirups. This was a most poignant symbol of
greatest laid low. There was his Field Marshall's baton and his honours carried as well. As
soon as they had passed I returned to the Hospital, but remained mindful of the image. Smucs
was not only a great soldier and statesman, but also a philosopher who coined the term Holism
for the integrated study of mankind, the sort of approach I was following myself.

A few months later, back at Tara Hospital under the full rigours of intense clinical work and
preparations for the finals of the psychiatry exams, I was called up by telephone by the Tara
Superintendent. Would I please go over to Pretoria the following week where they were
forming a new mental health society and needed a psychiatrist in attendance. The Medical
Officer of Health of Johannesburg was going over in his car and would give me a lift. I
remonstrated with him saying that I was not yet qualified and therefore unsuitable. The
Superintendent’s reply was that a meeting would probably be a few old ladies and I would only
be there to answer a couple of questions if necessary. Reluctantly I agreed and made the
arrangements with the capital's MOH to drive to Pretoria the next week. On the drive | had a
merry time swapping vams and there in Pretoria I asked him what the agenda was. "It's on the
back seat," he replied. Under the aegis of the Mayor in the Pretoria City Hall with the wife of
the Minister of Health as the guest of honour, a few doctors were listed a making speeches, but
there was no name against the main speaker. [ asked the MOH who this was going to be. "It's
vou," he replied, as if I should have know all about it. Feeling rather hysterical as we
approached the precincts of the City Hall, I laughed, and we both laughed at this together as |
had made no preparations whatsoever. However, I fortified myself with the thought that there
would be a few old ladies only in the audience. The MOH drove right up to the stairs of the




City Hall, above which stood the Mayor in his official robes waiting to greet us. Rapidly we
were ushered into one of the main conference halls, which was full of the most solemn-looking
men in dark suits you could ever have imagined. The only lady in evidence was the wife of the
Minister on the platform who motioned me to come and sit beside her. The main business of
the meeting was the appointment and election of Officers to the new Pretoria Mental Health
Society, and it became perfectly obvious to me that no-one from the Government Mental
Service had been invited nor were any of them present. This was cunous as Weskloppies
provided the whole of the mental hospital services for Pretonia. As the meeting proceeded,
which it did instantly, we sat down, and the true purpose of the meeting was clear, which was to
appoint members of the Committee, probably under the aegis of the Broederbond but ostensibly
with the connivance of the Professors of Psychology at the University of Pretoria.

After being welcomed by the wife of the Minister, [ duly rose to make my speech. Feeling that
| had to make a purposeful connection with the audience, | decided to open my remarks in
Afrikaans, at which [ was rather poorly equipped. Most languages have words in common with
others which are derivative, and English and Afrikaans are no exception. [ thanked them for
inviting me and for the honour for me to give them my address. Except that the word | used,
which was "address" didn't mean a lecture one had prepared, but rather where one resided. At
what [ thought was a rather amusing thought of mine, | looked at the audience to see their
response. No-one so much as batted an eyelid, hardly was there a glimmer of a smile. In fact
there was no smile whatsoever. Accepting the serious tone of the meeting in realizing that
whatever | said would have no consequence whatsoever, that it was a political gathering,
however, I decided to let myself go. On the basis of my experience in a mental hospital and
working in Tara, I harangued them on the need for psychotherapy for young people who had
attempted suicide, and other problems in community mental health, ending up with the vital
need of group therapy in the Work Colony. When I sat down, I tumed to the Minister's wife
and apologised for my language error. She brushed it aside and was full of praise, more I think,
as the mother proud of her grown-up son, than because of anything I said. 1 returned to Tara
and carried on as before. The meeting in the City Hall was a fitting conclusion to experience in
the mental hospital and the orders of its Physician-Superintendent.




STEPHEN

In the accompanying picture of the portrait of my nephew, Stephen, I hoped to capture the
quality of innocence and vouthfulness of a true adolescent boy.




The Amsterdam String Quartet. Woodcarving, Musie 18, of course, a creative stimulus to all
the arts. The ensemble playing of a quartet is inspiring not only for the quality of its music, but
also for the wonderful spacial relationships between the forms of the instrument and the
reactions of the players, In the woodcarving illustrated opposite, I endeavoured to show the
combination of these two facets. Wood as a medium does not allow for the fine details of the
strings or the bow, etc, but it does lend itself very well to the expression of rhythmical forms of

music. This carving then is the fore-runner of much of my very much later work along the same

lines. Such as the abstraction from human relationships into the music in this civilisation and
the drawings of the street jazz players as well as those of Isaac Stern and his Quartet. drawn in
Jerusalem.




After the final exams for a Diploma in Psychological Medicine which I passed. | had a joint
one-man show of my sculpture with a painter friend. Needing a few extra works, [ was able to
put myself back into the mode of "The Kiss', and produced a similar sized sculpture entitled

‘Mother and Child'. This was the first time that I had extemporized on any image. The
variation was successful, but due to the limitations on my time in producing art, | was never
able to really make all the derivations that should have been made from any one set of 1deas. In
the October of 1951, 1 sailed from Capetown for London. [ was due to spend a few weeks there
before going on to Europe, to Italy where I hoped to study sculpture. As events tumed out |
reached Paris with the friends I was travelling with, only to hear the news the next day that my
mother had passed away. This determined me to stay in Paris and to one of the friends who had
been a student at the Academie Julian, | was able to sign on there as a student of life drawing.

he traumatic experience of loss certainly knocked on the head any 1deas | had of exploring my
creativity away from the professional practice of psychiatry. 1 had intended to take a year off
working in Rome, but at an interview with Professor (later Sir) Aubrey Lewis at the Maudsley
Hospital, I was persuaded by him to take up an appointment six months after my departure from
London for the Continent. The way things turmed out, 1 was rather grateful to have made this

decision.

In Paris, I applied myself, in the New Year, to life drawing, quick sketch classes and through the
good offices of one of the artists who was friendly with a Professor at the Ecole Les Beaux
Artists, | was admitted without examination under the rules which allowed them to admit ten
percent of their places for "Etrangers”. Other students had to pass a rather rigorous application
and entrance exam. [ wanted to study stone carving and | was taken into the studio, or the
"Atelier” of M. Saupique. He had been a student of a famous sculptor contemporary of Rodin,
called Maillol, and M. Saupique produced large nudes which were almost identical in the high
old tradition. [ was set to work copying what was called a head of one of the Kings from
Chartres Cathedral under the tutelage of the senior student in the room. M. Saupique, who
spoke no English, took hardly any notice of me except to glance at my work when he came in
from time to time. The technique I was being taught was that of pointing, where one applied a
three-pronged pointer to marks set on the work 1o be copied and applied then assiduously as a
correspondence to the block of stone one was carving away. | thought to take my time and
produce a single work of at least a viable copy rather than rush through and try to produce some
original works of my own. The result was that [ was able to eventually carry away a fine copy
in stone of the head in question, which [ had not carved down to the final finished quality of the
original model. Instead I left my treadle marks and something of the expression rather
undefined, which gave the work a more life-like air.










As luck would have it, M. Saupique’s wife was the keeper of drawings in the Louvre, and they
were both invited to London with an exhibition of drawings from the Louvre, at which they
were presented to H.M. The Queen. M. Saupique was so delighted and encouraged by this
experience, that he lost no time in making me aware of the fact. He tried speaking English to
me and was most encouraging about my work following this, adding at my departure that I was
most welcome to come and work in his department at any time in the future. This was my first
encounter with the benefits of international relationships. Each atelier ran separately. It was
nothing for the girls in our studio to capture to couple of intruding female students, smear them,
especially their hair with clay and lock them in the claybin for trespassing. 1 also found it
difficult to understand how or why someone appeared to be playing airs on a trumpet all day
from somewhere in the building, without anyone complaining or the person concerned taking
the time off from their studies. But on questioning, we considered that this was probably an
architect who was a student in that department of the school.

| tried to identifv which head it was that I had copied, and always failed to do so, from books or
illustrations. I had taken, when I visited Chartres and had time to look at all the sculptures, |
found that the head I had copied was not one of the Kings at all, but was that of 5t Paul,
resplendent over one of the main portals. Without knowing it, in retrospect, | can see this as a
portent of things to come with my sculpture.

Without knowing it, [ had imbibed the whole feel and understanding of gothic proportion from
making the head. It is common knowledge that the subject matter and proportions of the
sculptures in the medieval Cathedrals were all laid down by the ecclesiastical authorities.

Within the narrow confines of the prescribed forms, the artists were able to exercise their
originality. The limitations therefore acted as a spur to their individuality. | hoped that my own
limited conditions for producing art would act in a similar fashion.

To escape having to escort the rather plain daughter of the wealthy relative of some of my new
friends, to a grand ball in Paris, | left the capital for the Mardi Gras in Nice. This was the first
one to be held after the War, and the streets were inches deep in confetti, the floats magnificent,
as were the fireworks displays. [ made my way down to ltaly seeing as much art as I could in
Pisa. Florence and the hill cities down to Rome. Some untoward accident occurred soon after
my arrival and 1 decided to return to London and to take up my appointment at Maudsley after
Easter. I had seen the Michelangelo's in Florence, especially at the Academia and also the
Moses in Rome, and I felt mightily inspired, but rather diminished by the encounter.







THE DANCING FISH

This work was produced in plaster and later cast into bronze as a series which sold out. The
work proceeded from a spontaneous small drawing about 2 inches in length which was then
translated into the three dimensional form. This semi-abstract work depends for its effect on the
delicate balance between the two arabesques which go to form the Goya tail and the upwardly
pointed nose like a swordfish. There is a play between the energy of movement and the balance
of the material form. The drawing appeared quite spontaneously and heralded a new stage in
the development of what seemed to me to be a basic configuration in my sculpture of that
period, the relationship of the two arabesques, which here, are much more open in their position
with regard to each other.




SERIES OF PORTEAIT SCULPTURES

| was elected as a Foundation Member of the Portrait Sculpture Society and managed to send
portraits annually to their exhibitton for some years. Among the portraits | made was that of my

sisler.

| had been accepted for psycho-analytic training and was undergoing a personal analysis as part

of the training, which was rather stressful. The effects of the experience can be seen in the

bronze mask as a self-portrait which | made at that time. The attitude of the face was one of

deep introspection. It very accurately described the feelings with which one was occupied when

immersed in the deep personal examination of one's past and present emotional life. Some time
later I incorporated this self-portrait as part of the sculpture "The dream of monsters brings forth

g L
reason.
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HONEY RUMBLE

Roy Rumble and his wife Zillah came from South Africa where he had been a most successful
builder of massive housing projects. In contrast to his scientific and engineering prowess, the
Rumbles were very interested in Spiritualism. 1| had become friendly with them through a
family connection and accepted the commission to make a portrait of their daughter at that time
who was about 2} years old, and a beautiful child. While this was in the making, | was invited
by them to go down to Bnghton one Saturday afternoon where they were going to see a
spiritualist medium. [ went along for the ride and, at their suggestion, being full of trepidation, I
agreed to have an interview with the medium. | was rather amazed at the personal details that
were revealed without any prompting by me and together with some rather personal comments
about my future, the lady informed me that the portrait bust I had completed would be very
successful and very widely publicized. When the news came through that the bust of Honey
had been accepted by The Royal Academy for their Summer Show, the only publicity I thought
that might be relevant was if | gave the information to the South African Press Association. |
phoned the latter who invited me to come down and visit them and be interviewed. 1 attended
this one weekday afiernoon, the event being one in which I had never left the Hospital for
anything but medical purposes before and made my way down to Fleet Street like someone
seeing commercial London for the first time. When I entered the relevant building the Press
Association were in, [ entered the lift and was about to press the button for the floor when
another man rushed in just as the doors were closing. To our mutual surprise, this turned out to
be Herbie Kretzmer. Herbie was a journalist and song-writer and we used to meet for lunch
regularly every Wednesday in Johannesburg for some time prior to my departure. Neither of us
knew anything about his amrival in London to take up the position. As the lift went up we
bnetly exchanged our news and [ told him about The Royal Academy and my impending visit
to the South African Press Association. "Leave it to me," said Herbie. "I'll talk to the papers,”
and he was off at his floor, and I continued up to see my people. The upshot of all this was that
| was contacted by the London Evening News which was at that time, as advertised on their
front page, the world's largest evening paper sale. They arranged for Honey and myself in
person to be photographed outside The Royal Academy going to the Private View, and for the
photograph of the bust itself, both of which appeared on the front page of the Saturday edition
after the Private View. As coincidences go, this must be a rather impressive one as the chances
of Herbie and | meeting in London soon after his arrival when | never went into that part of
London at all, were extremely remote. The fulfilling of the medium's message was also a
highly significant event.

One curious observation | made was that when we returned to the Rumble residence after
having been in Brighton that afternoon and they were taking me to the station to go back to
London as they lived in the country, at Esher, 1 found the line "John Brown's body lies
a'mouldering in the grave," going through my head continuously for no apparent reason. 1 told
them about this and they of course were not at all surprised, remarking that didn't I know that
John Brown was the personal servant to Queen Victoria and a medium.

Herbie Kretzmer went on to become a very highly successful theatre critic for some of the
national daily newspapers and gained even greater fame by his song-writing, one of which was
sung by Peter Sellers in the film and his writing of the book for the musical, "The Phantom of
the Opera."




ADAM AND EVE AMD THE FALL

the Maudsley in 1%58 and was appointed Psy atrist to the Portman

As this was part-time, I went into private practice in Harley

gsharing rooms with a good friend of mine from the Maudsley, Dr Henri
were wvery busy times as one was having to make one

world, away from the shelter of a major teaching hospita 1

tant appointments and also worked as a rasearch :"«.':'t"'

Anna Freud at the Hampstead Child Therapy Course and

I needed to return to soms wood-carving having found a
small round block, the section of the trunk of a tree while walking in the
country with friends. I decided toc do Adam and Eve and the Fall, and as

| was a direct carving without drawings, I carved a-a'a}* ar

'I.._:

time, Very until there wasn't any wood left to

was complete.
Adam and Eve exist as two primitive figu incertwined at their bases with
a semi-circular womb-like form symbolic of the Garden of Eden where they are
fully protected. Eve looks up in anticipation having tempted Adam who
reaches up for ruit suspended from the top. The figure of the Fall,
which exists ;ide of Eden, ejected from the womb in falling, is fully
abstracted. sra was & head of Rdam in it, which I completely rved away,
which was necessary as part of logic of the abstract forms. 8 iz a
work which can be wviewed from eacl nd 'y possible angle and the forms
and the shapes ?'m'u'-'-*. a proper aesthet: qualits 1d work. This is another
work which I subsegquently cast
It was apparent that whenever I worked in an cons us spontanecous way,
the contrasting arabesgues and curves would appear 1 the work. The
gsignificance of this in terms of an artistic development is discussed below
and was best described in the paper entitled, "A Psycho-Analytical Study of
Sculpture.” This was published in French as part of the proceedings
Conference on Psycho-Analysis and Art, took place at Cerisy-la-Salle,
Normandy. The Conference toock place in a chateau which had been given Cto
the French Government by Mme. Heurgon in memory of her father, who had owned
the chateau and who had acted as Abbe to the most distinguished French
literary personalities such as Andre Gide, when they were in exile in North
Africa during the German occupaticn of France.

Mme. Heurgon was a highly efficient and extremely kind lady. I think she
was attracted to young, creative people and she made a point of telling me
what her impressions were of oOouUr meeting 'T have met many Nobel P?izu
Winners in mv time, but I always met them after they had received the Prize.

You are :_]"u.?: first person I have met beforehand.™ Her remark arcused a
great deal of .-11‘.:»::5—::3'- in me rather than pride. There was no way in "-U".".:I.:l:! 1
-..\-c:.uic': evar receive the Neobel Prize for medicine, no Prize -was awarded for

sculpture, and when it came to writing, I had written nothing at all.

T took it as another of the messages of encouragement I received Lrom Lime
to time, such as Aubrey Lewis meeting me on the stairs of the Outpatient
Department and suddenly saying he could see me as a future Reith Lecturer.

The trouble with these splendid notions, was that if you didn't achieve
them. there was an inherent sense of failure to reach one's potential. B
few years later it was Professor Morris Carstairs, one of Aubrey's proteges,

who delivered the Reith Lectures.







METAL SCULPTURES

When my scon was born the Spring of 1964 at 5.00 o'clock in the morning, I
celebrated the event wit L coffee 1 i w opened launderette which
lay between the f“:f':f'..:'t'i'.'.;'L-.' nd m alk 1T to pondering about the

pliphe

new responsibilities which were x ing upo as a family man and I had
i

1 e
| = 1 [ F ] R

1sing a small legacy ich I had received te create a similar
launderette off-shore in Jersey worked at this projeet sc that by the
énd of the summer holidays 1n August, the whole project was ready for
There were some serious snags about cpening on time due to some
hhz engineering units not being to hard. thile I waited, I watched the
put an enormous metal chimney to take he discharge gases from the
boiler way up above the building. They :'1;-11:'. ut section of the pipe off
first time 1n my Jlife, I cut ocut a metal sculpture with the
using oxy-acetylene, The sculpture was an

consideration the curve the pipa, and
te the wall of the launderette, where it may

to thiz day. . know, When, at the end of the year, we we
visiting relatives in Capetown, I maﬂaged to get some additional experience
and training in welding. With the pieces of scrap metal lying arcund in the
engineering workshop, which came :.':.':rr. cnie of the local abattoirs, I was able
to make an abstract sculpture of an owl, and a rather macabre face with cone
of the meat-hooks from which the carcases would hang. I then went beyond
found objects to cut out triangular sections of ste plate which I made

into a smal -ather pointed, star-shaped sculpture. On a subseguent Easter
holiday, I started a training course in gas-welding and cutting at the
British Oxygen School in North London. One of the things we learned was
pipe welding with rathar small diar s and, at the end of the
afternoon, reguiring a ceremonial candlestick £ that evening, I designed

and made a small candelabra which I

would spend time at the :',:-:!I:'.'t]::-'.'.'t':"-:'!."l which were filled with agricultural
sScrap. I then had also mastered the technicue of electrical arc welding.
Thus I was able to E_,“r!:.‘:iD['lr'Jll}-' weld all my sculptures in mild steel. One
summer, I made the following six sculptures, to be described.

During our 1'1.'I';"_L-_.'|‘;' viglitse to Jergay in the summer ..-::-..I;,.L'I.... after that

Object in Space

In this sculpture, my intention was to provide the illusicn

matal ball with comet-like tails was actually traversing universal

It had, of course, to be held up by some support and I was able

necessary pieces of metal with which to accomplish this concept. z metal
ball was an which was used Lo weigh down heavy f[ishermen's nets in the
water, and che tails of the comet were old, used ploughshares which had been
ground down by ploughing and which formed, in my wview, a contradictiomn to
something travelling in space, being about as earthy an object as ocne could
ever imagine. Mot having any assistant with these works, I had to contrive
bits of support and clamps to heold them in position; and to play with the
objects until one could achieve the right balance. At this point, one was
able to weld them and change the guality somewhat. At the base of this
work, I decided to put in more familiar heavenly bodies such as the sun from
a section of a tooth-gear, the moon in its crescent shape and as a humorous
side, a small mobile to represent the earth, which was part of my support
stand for the ball in the air. This was a small, round cbject within a
housing that could be delicately revelved with one's fingers, and this
represented the earth. I was very pleased with this work as it maintained
its movement and energies from whatever directiocn one observed it.
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PORTRAIT OF FRANCIE HOGLE

and he was the scion of American mining family.
always on the lockocut te do good work. Cne of
a portrait of their young 4 year old daughter,
a wvery active child and I did the portrait at
remembering Francie's

their
feartures and shape so that the portrait
grew while she amused herself. I liked

the idea of her ponytail
which could introduce a very

ry subtle sculptural form of 1ts own.
happy to do this portrait which turned out wvery well
yvoung children for my series.

I was Very
as another example of




JULIUS ROBIHSON
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DR ERWIN STEHGEL

My Erier I y h the Stengels

had then

q cientious rson who,
patients - : g, was carrying out a massive programms
particularly i3 » sulicide. At one junction, he had to prepare
*h he was glving abroad and this gave us the opportunity for me
ile he - ing at his =gk writing his papers. The
to give him something of a
Unfortunately, at the point
bust was finished, the armature wasn't strong anom :u'__g“l COMPAY ed with
in heavy clay and the head tilted backwards, cracking
totally remowving s smile, including my own. I was
the ’b“*"’“ 1t and strengthen the armature, DUt somenow LChe
cameé back in the same way. When the bust was finished and

he said, "Yes, what a fine buskt, whe is

and his smile?" This was said with some ...-]'\-rh

ng the weak point of & argument or

cbservation, The bust went with sngel to .:-|!I|_'|.. ield

the Professor of Pay latry. Man rears later, as ones

downn, I was le to make reparation for ha loass

uncertain way

I did a series o© portraite of the family members a he children of
friends, some of 1 done abroad, which was, from my po : £ wview, a way
of keeping my sculpture alive =h i bably usiest time
could have | in terms ¢ 1 ] ; 10 - In order to be appointed
Senior Regi rar at the Maudsley, on d to have a double sat-graduate
from Socuth Africa, but had to sp
regearch for an MD esls, which 5 done in ovn time in the
and weekends after a wery busy clinical ay. After this, the academic
training to be a psycho-analyst to i oll and in the final year of that
v schedule locked mie 1 as follows:

ratient at the Institute of
analyai Chelsea.
in the wards at the Maudsley near Cambe Gresn.
5.0; p.N At e Maudsley, second psycho-analytic case.
Dinner at the Regent Polytechnic in Regent Street.
Life drawing class till B.O0O p.m.
D.rm:nri the corner in NWew Cavendish Screet at the Institute of
sycho-Analysis for a seminar lasting until 9.45 p.m.

and then to bed. To be repeated the next day and most evenings for the week
and the year.




50
Al11 the following sculptures were prepared during 1973 and 1974 for the
Exhibition entitled "Genegizs" held at the Camden Arts Centre in Hampstead
under the aegis of the Camden Borough Council.

The Daluge
In the summer of 19273, the family holi red in Cornwall and I spent guite a

lot of time at the scrapyard at Hale where a great deal of marine scrap was
being salvaged from a sunken ship called The Bessemer ity. Dozens of
massive reinforced steel joista (RS5Js) were piled up in one corner of the
yvard. What better material, I thought, to express The Deluge where there
was actual destruction by the sea, than the material dredged up from a
sunken wreck. I was used to scanning all the various pieces of steel with a
view to guessing which would be the most profitable to use and, in the end,
I managed to drag out two RSJs, cone faix

el

ly straight with its
bottom edge rather eccllapsed, while the top was in the shape of a "U' where
the RSJ had folded over at the tep, being curved, and with one arm of it
eroded almost to paper-thinness at its extremity by the motion of the sea.
When I put this section on to a firm level floor, which I did when I brought
it back to Londen, and rocked it slightly, the whole piece would rock as if
driven by the rhythm of the waves until it mounted to & kind of orgasmic
crescendo and then slowly died away. My intention was to raise the "U' like
a pair of arms on top of the R5J, but as the scrapyard was situated on the
banks of the river, there was no lewvel sgurface upon which to work. I
therefore dug out a sort of platform and erected with lesser stesl frames a
kind of ascaffolding from which I could raise and then suspend the arms and
the vertical R5J, until I got them into the balance I desired. The ewventual
result was a very rhythmic figure with the shape of a sort of extended "Y',

The two arms of the "Y' above curved forward in a kind of threatening
fashion and the collapsed aspect of the uprights made the whole structure
appear as if in imminent danger of itself collapsing upon an unsuspecting
world below. I was able to weld additional plates onto a bagse and the two
connecting areas of the RSJs, which then had massive bolts fitted to them,
g0 that the piece could be taken apart and reassembled elsewhere later.

Whan T brought it to London, the only way of assembling it inm a studio so
that it could be erect was to bolt the foot of The Deluge onto the centre of
the cross-piece of three rather thick mahogany pieces of wood in the shape
of the letter “H'. The whole struckure stood about % feet high and 1is
rather imposing. I had it standing at the one end of my studioc on an
occcasion which I shall now relate in some detail.

Another Boeing 747 iz flying above at this moment. Things were persuading
me that I should invite a certain lady who had recently opened a new Gallery
near Cork Street, to see whether she would give me an exhikbition there. She
arrived one Sunday morning with her son, dressed as if she was ready to go
to a cocktail party at Buckingham Palace. I had invited a few other guests
to meet her in an informal way and while they chatted, I showed her some of




The Victory

rather large section of our very old apple tree had to be cut off, I
kept it and carved it into the shape of an abstract form in the mode of the
Victory of Samothrace in the Louvre. I was not gquite sure how it

be mounted and then thought about the relationship of the Victor to
the Vanquished in modern Cimes. In fact in our days, there were no more
pure Victors. All are engaged in the reparations. If controversy is the
best principle on which to sell newspapers and television programmes, then
contradiction is what is best in sculpture. Accordingly I decided to
symbolige the Vanguished as an empty priscn cage below the rather [lamboyant
and colourful figure of the Victor. The problem then became one of how to
gymbolise the strife and the war and the confliet between the two of them.

Winged

I selected some large white marble stones with the idea that the mountings
for the wooden form and the cage would be inch-thick mstal bars which would
pass through the two blocks of stone and form the base of the sculpture from
the floor upwards. The rods would twist round each other at an angle, pass
through the stone and then attach and be welded to the bottom of the cage
whereas from the top of the cage, similar bars would go through the stone
there at angles toc esach other te hold what would eventually be a bronze of
the wood form of the Victoer.

This was all wvery well in theory. In practice, I was making the sculpture
at an architectural engineering firm which gave me parmission cto do the work
there, although they were closing the whole factory down within two or three
days. I therefore had to work alcne and under great pressure to complete
it. I now found I was in the middle, not so much of a sculptural problem,

although the balances of the forms would be essentially sculptural, but
rather it was an engineering problem, that of measuring the inch-thick stesl
rods for the proper length and then cutting the bevels on each end wvery
accurately so that they could fit perfectly into their position when welded.
The lower portion of the sculpture, I did upside-down so that when the work
was finally turned owver, the test of accurate workmanship was that all the
many rods fitted perfectly and abutted against the floor without any gaps.

If an impending hanging is a mighty source of concentration for a condemned

man, sc is the completion of a sculpture while ewverything around one is
being dismantled and the place shut down. Fortunately everything worked and
the engineering specifications were true so that the sculpture stood proudly
as it should, firmly on the floor with each leg in position. I think this
was my first public piece of sculpture. It has to be seen from all angles
in the round for its proper effect which regquires a great deal of space. It
has, to date, not yvet found its proper place.




=k
and drawings which had been arranged all round the walls of
1. Wicth some intent she walked about looking at

pictures ani gshe came to the last of them, she turmed toc me and said,
:

Where did vyou beauvtiful frames?" I was stunned by her remark,
which was in fact 3 he rude as she made no other comment about Ehe works
s 1 1 i A

themselves and must have shown this, al said nothing. At that

moment, she stepped backwards without i = or maybe unconsciously
realising that T Deluges was standing ners the heal o her shoe
abutted against I long arm of the “H'. ith the momentum of her striae
backwards, she went up in the air, realised she was falling and, in mid-air,
wriggled he ] g0 that when she actually hit the floor, her back was flat
on t l¢ : I was terrified that she had sericusly hurt herself by
falling against we sharp edges of the 3 ir high mahogany arms of the base
af The luge. WEVEer ] some miracle, she managed to fall within the
lower space ¢ -he edge and didn't touch the mahogany arms whatsocever. I

gathed a sigh of relief and then, looking at her on the floor, I was
further aghast. This lady, in all her finery, was lving there supine on the
floor, but behind her, her wig, which I had not realised she was wearing,
had come off and was lving about 6 inches away. What to do? On the spur of
the moment, I seized hold of the wig and jammed it firmly back on her head,
if was surprising was that her hair,

nd then assisted her to her feet.

¢
underneath the wig, was as meticulousl sed as the wig itself, but of a
differant colour. Abocut this I made no xf e to her whatsoewver. BEu
what to say’? T Ehow you were rather wonderful,® I said, "to fall

way you did so that you didn't hurt yourself " she drew herself up to
Full 5§ » inches and said, "0Of course, I used to be a ballet dancer."
apologised as reascnably and profusely as I could, by which time my feeling
of relief that she was uninjured, had reverted to the idea that The Deluge
had somehow given her what she deserved for being so unkind. With all that,
| D t me a .'.ll.."'."!' I'"JIEEH"".! - | '|'.:r|r'|‘| f:l.'- F:I""ﬁ'ﬂ 5 as E'l.ﬂ'l':' ".-f' |'|'|'-__;-' .ﬁ!‘_‘itl-_l’:‘:i._'!":." .\,l' naxt
day. HNeedless to say, no exhibition ever materialised from this experience,
nor could it have, because her gallery was rather small and of a specialised

nacture.

itect (5ir]} Richard Rogers,
was opened, I met with him and one of the L 5 Committee at the Carlton
Clubb, with a wiew to submitting The Deluge as & possible sculpture for the
new building. They were wvery charming and indicated that this would have
involved approval by their Art Committes, but somehow I didn't feel up to
all the harassment of committee selections at that time and, from my point
of wiew, the project was left in abayance. However, in retrospect, The
eluge would serve as a timely warning to Members that accidents do happen,
breaks do occur, and insurance losses rather than profits may be the order
of the day. Another 747 has just flown above. Perhaps the ringing of the
Lutine Bell may hawve an insufficient or disregarded symbolic meaning for the
Lloyds Members and thev reguire a much more tangible evidence of the
possibilicties of damage and loss in the form of a fine sculpture like The
Deluge.




Noah Relesasing The Dove

; significant from many points of view. It is the first
wvenant bBetween God and Man in the O0ld Testament, and is of

niversal nature, for all men. TI sign of this Covenant 1s the rainbow,
which heralds the end of the floods and presages d's granting teo mankind
dominion eower the h and all that there is therein, over the animals,
gver the creatures o air and the sea. The granting of such powers
carried with it the respensibility for the sarth and its creatures which we
are now facing as mankind for the first tl ime. Hever before did we have the
powers to influence the environment in the way we can now.

Moah's relaticnship wit the /e i3 also impeortant in SO Many ways. It is
the dove that goes out i : dry land and the Dove which returns with
the sign Ci -ha &8 T - cnce more when it brings the olive leaf
back in its k. ki m L v Michelangelo as the great sculptor of
all time, the essence yignificance lies in the moment prior to
immediate acticon. -. iz princip I therefore selected the moment that
Noah is about E elease L ., MNoah's hand gently cradles the Dove and
at the same time releases it he Dove is ascending, its wings not yet open
in flig Noah, in ti 3} |]-".-.:r--. has assumed the form of a bird.
According to the symbolism se greatly publ icised by Picasso, of the Dove as
the symbel of Peace, Noah has to L'.;r_n inte a bird himse in order to herald
and bring Peace te the earth O0f course, Picasso's relatlionship wikth
Dove is greatly significant as his farther was an artist who had stuffed
doves and would draw them. icasso surpassed his father early on, and in
that rivalry, conscicus and unconscicus, between jyoung son and father,
Picassoc won. iz father gave up being an artist and Plcasso gave up his
father's name of Ruiz, and toock the name of his mother, Picasso.

According 0ld Tescament tradition, the Dove is a symbol of Peace, but

of fidelity, the Dove being one of the birds which mates for life. When
showing the sculpture to friends, I usually ask them, "What do you think?"

They would think the Dove is being released and will fly off. Usually they
are never =sure of the answer, whether they have guessed correctly or not.
Dove that flies off because, being the epitome of fidelity,

the one creature most likely to returna to her mate. The sides of the

ure of Noah are carved, as they were in the original plaster, like the

of a cliff. ©On the one side, nestling in the cliff, the mate waits

facing the other way.




STAINLEES STEEL SCULFTURES

Civilisation

Geneslis

axamined the

modern theories for psychology with

theories,; I thought

exhibition to c with some of the studies

f o Pre e . =1
che Leneslis Cata

fully relevant or




Seasons. Carrara

Wwinter wi

. Sy B
hard-edged £

Spring ab«

o

| T
nen nas

also

xugh

CEMRE OL

Some vwhiat

Cime.,

Marble.

ctions
oy

oximate the contraad

warmth of as shown

-

the Spring

below and t

Hinter

all
the
the surfaces as

with hard edges

nted. None

diamond-ghapead

the of

work
angle
ard
attachment
mnically and the
of S 3 a

gat at an

giving

pagssing out

s, F
] e
12 L=

point
from
surface

the

to attach : E ey

ECAUSEe

The foetal head of

of

moticn

and

allowad
feat

aster-of-paris, which
forms with
in Carrara Marble.

alicate their

editions

round

RTIT I o
Wy LD

point
semi-circular

are
of

between Cl

rather

soft, rounded beetlea

and a spur
ter

1%

flowing

Spring
of these two
o

of wview

The foot

ploughs

incline

and
This

the cime
clay.




LATER PORTRAITS
Henri Ray

great distinction, was born
as a chemist in the sugar
industry analyzing h ualities of the sugar being produced. A vital and
ssionate declarations and opinions, he
field and so he pursued his caree
in psychiatry and in particular, in psycho-analys
5, he [ollowed the teachings of Melan
ibuticns to the psycho-analysis
understanding o© | ] sgeg in women and the treatment of

illness.

When I began private practice in Harley Str T 11 8 in tandem with Henri.

We shared a rather back small om togather at tl end of the ground-fleoor
carrider. would work in the mornings until unch-tcime, and at 10 minutes
to 2, I wou leave and Henri would arrive, tl giving us a few minutes to
converge at the time of the handover,

I used to pull his leg s i 41 he ghould become famous and then I would
do & bust of him. ] eemad to emanate from this remark which I

made from time to me and whi we both took as a source of amusement.

However, when it came for his as a Consultant and Senior Lecturer
at the itut »f Psychiatry and at the Maudsley Hospital, I was

commissioned by tl Doctors of the Hospital.

and good friends, experience of making the portrait wa
and extremely enjoyable. I was determined to bring Henri
characteristics. His great intell
incisive comments about the mind and life in gen
In dus course, "5 retirement i 2y at the Maudsley took place, at which
the bust was sented. In his farewell speech wi reference to the bust,
nri ] o me saying, "And now I am famous, because Ismcnd has made a

bust of me." Can you imagine waiting all those years in order to be able to

crack back. And with such grace and in such complimentary fashion.




Dr Henri Rey 1978 E
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Henry Maudsley and Erwin Stengel
It is not ven Lo every & JH.,LI,' to have the -:;)E::rr_u*",_;: Eo revise a work
completed nearly 40 vyears previously. In 19%3, the Royal College of
Psychiatrists an #TEIIT-E!EG ! it would celebrate the 150th Anniversary of its
founding in that year. ffe I
c,,ﬂ;u,r,_.-::-,,, and ir E"ﬁ:_i_f.‘-{_?.".b'_ they replied that they wanted busts of Henry

red to prese them with a sculpture to mark
latter being one of their former Presidentcs.

Not only did I have the opportunity to work on the | L afregh, but I had
1t repeated several times. The story 1is as follows.

(- ed vantage point, I thought that the head of Maudsley
could be further refined, the original bearing al hallmarks of youthful
enthusiasm and broad modelling. In keeping -.«u._]_ # spirit of maturity,
both ':.f the Cellege and of my own experience, I decided to give a smoother

From a more as0n

h and greater delineation to the beard and hair, without touching the
eggential features cof expressgsion of the face. I had a wax cast made of the
original Maudsley head and worked on it ‘.-"l.'!":,- asslduons .1:, and in great detail

nt, had amalgamated with a major
Emerican foundry who had installed new casting technigques. One of these was
the use of a vacuum to draw the molten bronze up inte the prepared negative
mould. This technique avoided the use of a great many runners and therefore
e bronze. As luck would hawve

it, mine was one of it waxes to be used, and because the settings

for some time. My foundry, at that poi

cbhvriated much of the ishing process in th

were wrong, the whole thi exploded within the apparatus and I was set the
task of doing 1t all cver f'l.r;_.'ﬂi:. The only way toc meet such disasters which
ocour with great regularity in sculpture, is with fortitude, creativity and,
in plain terms, to do the '.-.".'*.n".r-. thing over again, hoping it will turn out
better. Simultaneocusly with this 651'5_'.!-5‘!".6!‘.-5“&. I also prepared a wax of the
Stengel head and created an innovation hereby he hair was Ctotally
abstracted. In additi ,:>~'| to this I put two very tiny symbolic abstracts, one
on each side at about the site of the temples. One was an inverted horn to
signify Stengel's d sense of humour. ©On the other side, to balance
this, : f wisdom lying in its shell. Each of the abstract
forms I:]':-_'- hair we like a perfect sculpture in 5 ownl right, which had a
logic as they ran in conjunction with each other. There were spaces between
them and I carved away at the wax 8o that the spaces ~'~|=-|'n=-"'-a,._+=d through the
hickness of the wax which would therefore have come cut as spaces in the

£33

C
bronze. This of course was my intenticon. When this work was successfully
cast into bronze, it was then sent to the finishers, who regarded the holes
as

some other kind of mistake. They then proceeded to weld them all up
again, taking this as some sort of omen. When i1t came to re-doing the
Stengel head, I omitted the fenestrations and left the head solid.

These busts were commissicned by a pharmaceutical company who presented them
to the College on a particular occasion. The head of the company made a
short speech, followed by an address by me. I thought I would take the
opportunity to inject a sort of academic humour into the proceedings and
gave a paper entitled, "The Contribution of Henry Maudsley to the Institute
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of Psychiatry”. 7 r had been long dead by the time the Institute
of Psychiatry was est: izl - gave me the copportunity however, to make
=]

some comment about ] i ] f the original Maudsley head in bronze at
the Institute of Lry. it was first presented, the head used to
stand cutside Aubrey Lewis's office and he remarked cne day how he couldn't
bear it standing hers, beacause evary time he came out of his office. it
looked at him with a cqui=zzical air, arousing great feelings of guilt. s
goon as pogsible, he then had it transferred to the new Imstitute building
which had been created and, to avoid any such further confrontations, I set
it up above cne of the landings between the ground and first floors. There
it steood in its own solitary glory, much as Maudsley had done himself in his
When I questioned the subseguent Professor of Psychiatry about

tion, stating that it should be moved to a more accessible place as

went up and down the stairs, he replied that of course it was there
Registrars because they went up and down the stairs and would see

I expect that the position of Henry Maudsley lzo the bust of Henri Rey
in the Psychotherapy Department, would f£ind i E
in the distant future.

ue situations sometime

An example of Erwin Stengel's devilish humour may be described on one of the
occasions when he gave cne of his reqular clinical lectures at the Maudsley.
Most graduate students in psychiatry would come from far and near to attend
this lecture which was usually filled to the brim and Stengel would present
a clinical case with whom he would teach and exemplify ychiatric signe and
symptoms that were instructive. At the lecture in guestion, Stengel
presented a man with the strangest symptoms. He did not fit inte any known
category and evervone was baffled hy the clinical Pir1nrﬂ, Stengel was at
pains to bring this out wvery clearly Right at the end of the lecture, he
said to the gentleman, "You come up to the Maudsley for other reasons, do
you not?™ "Yes", the man replied. "And what do you come here for?»!
engquired Stengel further. "I am one of Professor Eysenck's normals",
replied the man. Ewvervbody nearly burst with merriment but in dues deference
te the patient, silence was maintained. Evsenck was, at that time,
ruthlessly determined to mock at psycho-analysis and Stengel, who apart from
being a great psychiatrist, had had a psycho-analytic training in Vienna.
He was getting his own back and pointing fun at the so-called science of
Eysenck's psychology.

Stenge] was fearless, both in life and, one migh: 2ay., in deach. At tha and
of his life, he had a carcinoma of the colen removed and appeared fit and
well after this. When asked how he was one day, he replied to me, "Now I am
& semi-colon, and soon I shall be a full-stop.®

The busts of Henry Maudsley and Erwin Stengel in their mature aspects, in
bronze, stand side-by-side cn the mantelpiece of cne of tha most elegant
rooms in the Royal College of Psychiatrists in Belgrave Sguare.




lated extra folds of skin or cre 1 - which are there as
ageing, illness, worry, overwork c sometimes, pure indulgence.
necassarily denocte the character of the personality. I decided

a work of a man of his age without worrying about

worry-lines, but rather the expression that

Varlous Cradal H .I.!I:EI L i
bring out. Hare was a man who was a great entrepreneur, who was
successful, whose work brought benefit te thousands of pecople, and who
appreciated internationally for his foresight and judgement. When
there was usually the glimmer of a smile and he had managed to

and straightforward. There were no hang-

person. The head, I hope, illustrates all

strove for.

] foundry took a hand when the bronze cast was

Once again, my ] = tha
made of the wax on whi T had worked further S and the mouth had

somehow become grossly distorted and we had to make a further cast and start
from scratch.
somehow the eyes had gone awry. I found myself forced to do something I had
for years. Having to model elegant structures such as the

W

The mouth retained its walues in the second wax cast, but

dreaded
have no particular formula for the

expression in the eye 1in wax. g
in sculpture. Some, more classical sculptors, would

SCU

expressicn of eyes
carve them out of circles or crescents with some pointed centre, both eyes
haing particularly
rather dull percraic. When modelling the face, everything is done in such a

r parallel and egual in expression, making in my opinion, a

way that the sculpture comes together as a sort of logical finality, in
which the eyes are perceived, and the hands place clay substance in such a

il

way that the correct expression sSomehow emerges.

Ecstasy

As a portrait study of 1 *ereas Tracy Reed, the daughter of
the film director. 12 of the beauties in the James
With her high . ] almond-shaped eves, powerful

nALLER

and responsivensss, true subject for the study of
P g

The original sculpture was made directly into plaster, which toock guite a
time and rather exhausted Tracy's patience, which rather left it in the

unfinished state characteristic of Ecstasy. The head flies in the air and

-

not only the portrait but the armature and stand was put into bronze.
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1 these elemants, being of cquite different material substance, were
unified by sing cast into bronze, and later differentiated by the uge of
different patinas. Scme pecople, sensitive to castr: ] a fFind the
gight of the rikbon going through the dell's eyes guite di bing. Others
find it interasting, teo say the least.

Millennium Messanger

the definitions of art is the capturing of chance, cor the accidental,
pleasing and aesthetic forms. The resultant work is at once a discovery

and a piece of good fortune.

In October 1994, twon casts of The Revelation were delivered te my studio by
the foundry. One of them was the original belonging to The Vatican, and it
was all ;_ma-:_-,r-_-'_hrj up, at my request, to be sent back to The Vatican, having
been borrowed for The Holocaust Sculptures Exhibition in S5t Paul's.
The resultant shape of the sculpture being packed bits of bubble-plastic
and ecorruga cardboard, was so pleasing that I determined to make a
negative cast of it and produce a positive sculpture. Prior to doing
enveloped the whole of gculpture in a thicker plain plastic sheet, Eo
as not to damage the 1:1.-.1“11"]'“15[ Within a few days I had cast tha sculpture,
which is about 2 metres high in the packing, into two sSeparate halves and,
in due course again, produced a positive in plaster.

The imperfections of the fitting of the two halves and the markings left

the thick covering of lagtic produced completely surface markings on
sculpture. Part of the i of what the sculpture might come to
that of the continuat the Holocaust Sculptures, hinting at a
geries, although not the same subject mattar. The essence
pevelation had been imparted in some subtle way to what wWas now a co

new form.

With all these ideas which were basically developmental as in the case of
Dreams of Monsters, I could perceive rather ancient forms which would give
rise to modern everyday or futuristic aspects.

At what became the rear of the pture, there were three separate aspects
where I had cut the negative m into three pieces and these had the
character of ancient eroded : of stone from sSome archasological

The front lower half of the sculpture tock on the form of an
Egyptian statue with the gentle curves of the stomach extending downmwards
ints the solid forms of the legs. At the rear, it became evident that I
should carve some foliage in contrast to the stones, as symbolic of new
grewth. Whereas on the upper side of the statue there was a split like a
pod opening within which one could see sesd-formation.
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The point of vi v about the Berlin Wall was as follows. It was
egsentially i ive butcher, but its essence was that of aggression and
its functicn thes the sentinel watching the movements of everyone and
preventing them i ihle from exercising any freedom of movement.

In thiz work I used a combination of basic design of my own and £ound
cbhjects. The whole tenor of the piece is like that of a Viking ship in the
shape of a human mandible where there are jagged teeth at the end showing
the esgence of human aggressivity. In the centre iz a sail which is
attached to the mandible body. While at either end are two sentinels, one
in front which is fashioned from old boiler pipes, and is a heat exchanger
and therefore a heat sensor, while on the other side 1 had fashioned a
gentinel-figure which had radar disks and antennae on each side of the head.
The accessories to the mandible-like body were tacked on wery lightly in
the welding, the object being to infer that the whele structure WwWas a
completely gsuperficial fabrication that could easily be taken apart or
knocked down if the will was there.
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Az a companion piece to the above I cut out two figures in very thick metal,
which observe and watch each other deliberately through the curtain-like
apertures of the wall which divides them and which iz set in a kind of moat.
I gave these a rather medieval quality in keeping with the character of the
wall in this sculpture. I think I was reminded, while making it, of the
etchings of Piranesi in Rome, in the way men have always divided themselves
from each other for political and territorial advantages. In both these
pieces, I wanted to bring out the sense of power and also that of foreboding

of our time.




The Deluge

This was the last of the sculptures done in mild steel with objects found in

the scrapyard, after which I gave up working in this medium.

This work was created years later in 1573 for the exhibition, Genesis, at
the Camden Arts Centre. I was working at the scrapyard at Hale in Cornwall
where all the marine scrap was brought from sunken vessels. At that time,
they were salvaging the "Besgemer City". This ship had foundered off the
coast of Cornwall, being an American freighter. In one corner of the large
yvard, was a huge pile of reinforced steel jeoisgts (ESJs) from tChis wvessel.
Pieces were twisted in wvarious distorted ways as a result of the wreck. I
had the idea to use metal from this ship as a very real symbol of disaster
at sea. In octher words, as a potent symbol of The Deluge itself in the
biklical sense. I sifted through dozens and dozens of pieces in my mind and
came across to what seemed to me would make a viable sculpture, The lower
portion would be a sort of upright, and above it a section where an R5J had
heenn twisted te form a "U' shape. There was no level ground in the
scrapyvard and it lay on the banks of a canal and soc I constructed a platform
for myself and used other lighter metal rods as a scaffolding with which to
haul these two pieces into a sculptural position. When the two RSJs were
put rgqetkpr, thev characterised the full force and beauty of the sea. The
effect of the ercsion and the movement of the sea had shaved the metal down
so as to be paper-thin cn the one end of the "U' while it was its original
almost half-inch thickness a couple of feet away. The arms of the "U°
protruded forward, menacing with their weight which was about to fall upon
the surface below. For the supporting R5J, I had selected a shape which was
bent at the bottom so that it was also on the point of Cnilapse.

When I brought The Deluge back toc London, I welded additicnal metal plates
at the point where the two RSJ8 joined and these were then bolted together
with rather large bolts and I set the piece on some rather large mahogany
blocks in the shape of an "H' with the sculpture lving on the centre of the
“H'. In this form, thus mounted, I had it up in my studio. At that time, T
was hoping to have an exhibition in the West End and was trying to arrange
for a suitable gallery. Some friends introduced me to a particular lady wheo
had just set up a gallery which is still there, and on a Sunday morning she
came along with her son to wview the pictures and sculptures and also had a
glimpse at what was like a small drinks party. She came dressed as 1f she
was going to a cocktail party at Buckingham Palace. I had placed many of my
pictures all arcund the walls o©f the studio, and there were several
sculptures there ag well, and she duly walked arcund and looked at them, and
at that point, her only comment was, "Where did you get such wonderful
frames?" Which isn't the sort of remark one makes to an aspiring artist,
with not a single word about the works at all.

well, the fates toock a hand and she stepped backwards where The Deluge was
gtanding and her heel abutted against the long arm of the H' and she fell
over backwards and contorted herself as she fell. I thought she was going
to hurt herself wvery badly, but she fell fair and square on her back in the
area for the lower part of the “H'. I was totally aghast at what had
happened, but even more surprised by the fact that, as she hit the wooden
floor, her hair came off because it was a wig and this most beautifully
manicured wig gave place to an egqually manicured hair-stvle of & different
coleur underneath. At my wit's end at what te do, I grabbed hold of the
wig, jammed it back on her head and helped her to her feet. What dees cne
say on such an occasion? I apologised for what had happened and said,
complimenting her, "You were so wonderful to hawve fallen in the way you did,
and to have aveoided any damage to yourself." She drew herself up te her
full 5 foot 2, and exclaimed, "I used to be a ballet-dancer." That's where
it ended, thers was to be no exhibition, neither could there have been in
her establishment, and it cost me a very fine bunch of flowers which I sent
her the following week, If ever I needed a friendly deluge, that was it, to
make up for the way she had treated me.
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Fragnant Form

with our second child in 1568, a

Erunk which bifurcated half-way up about 5 feet

Lime-wood . y light colour, easy to carve and

without any really distinguishable grain. The work therefore proceeded very
rapidly d I was able to do

aim in this work was Gte L 32 SQuare and round forms to illustrate

strength and creativaity of t Square forms merged into rather
rounded curves wit dee allows, th er being expressive of the inner
psyche and physic C f women to produce children, one of the
great mysteries oUr S What found with this work when completed,
is that it could and in any positio on its legs as it were, on its back,
upgide-down, any pogition, hence giving credence to the fine balance and

significance of the forms.

purposes of an exhibition I had a copy made of Pregnant Form in

which s in o jculpture garden
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The Jugglers

first London one-man show at the John Whibley Gallery in
- I regquired to roduce sevaral new sSculptures for this
exhibition, having had some success in selling out sculptures on a mixed

gallery she riously.

of the works h was subsequently ] on this show was a new
parture in cutting out sculpture from copper plate. I had made a small
rawing wi ball-point pen, about 2 inches wide, : n abstraction of
Jugglers. As in the past, the drawing had come guite its own wveoliticn
without y of what I was going to oduce. 3 it was rather small

decided to photegraph 1 Blew it up, when it became apparent that t

ball-point pen, which was fairly new ill, produced a particular
line that was unigue. Instead of being a straight line as
when it was enlarged,

rather sensitive aspeckts.

original line as the form of the sculpture

this was a rather complicated pisce as seen
ne had to draw and cut out 130 sections

work -aking care to damage or alter the line cne was following with €

What I found was that it would be i rave the jagged finish of

the cut within the plate as this also reflected light in a rather sensitive

and I mounted the finished cuto on a o base. The Jugglers was

sculpture still te be describ called Civilisation, which
] ideas and this







Amphitrite. Bronze.

The design for this sculpture was made spontanecusly as a small drawing in
ball-point pen which I kept, when suddenly cne day my niece arrived, a young
girl of 19, very attractive, from Greece where she had spent a littla time
n route from South Africa to London. Suddenly it all seemed to check and
she was toc be the model for what was later called Amphitrite. This piece
was modelled directly in plaster-of-paris, and gave us both much pleasure in
the making. This figure is part goddess, part earth-figure, where the lower
earthly part has taken on the gqualities of an ancient, eroded sculpture.

: ?-‘-":;'ﬁ‘?“'m W

TR
3




Flight

has .'1'.'.-.'.7|1:'.",! been one of my
ies direck above, having just
ock of wax, carved a maguette of

however small, in

I enlarged the Flight and the owner of a

onze =so at it was really the

things, one is always rather i ssed for time and

only finished the day before the opening of the

from the foundry outside the gallery in Cork Street,

e bronze from off the back seat, ready to enter

fell o 'y next door, which was

Delbanco, and they had a show ¢ ‘onzes in the window,

with the words, ° T ", rather large above the ks. In that moment of

shilaration, I out loud, "My bronzes are better than your bronzes,'

my eys saw the f the writing on the window of that gallery,

nzes by in® 5] A - rather flamboyant and colourful

ctor. I : to myself I would still held te my opinion
14 on the opening night.




