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Fig. 7-2 (full view). The figures are made of glass mosaic,
at the Greeks and Romans perfectet
thousands of years ago.

Sandy Skoglund, Breathing Glass, 2000,

Objectives

L] Students will:
« understand how nstala-
tion art and colaboraive
projecs have impacte the
flldof sculptre

-
ollaboration

« create and partcipate in a
collaborative intallation

project
magine a sculpture that you actually become a part of. As you walk Tips for Using the
through and around a space, you come into contact with objects or Opening Image
images that affect your senses, making you think differently about the Askithe tudents fthey.
v fiii . . ey ave ever seen an example
area around you. Perhaps your presence triggers a video or a noise, et A
further transforming your perception of the space and your place in it. Sound hey've viewed the opening
sHtfging? image, ask hem i they

have ever thought of an

Beginning in the late 1960s and early 1970s, artists began exploring new s DL o bk
ways to transform space and dramatically affect the viewer's experience of it. toexpress tin normal
They started to create environmental installations, works created for a partic- e
ular space, whether indoors or outside. The aim of the i ion sculptor is Would

viewer participation—the viewer takes part in the work by walking through the E:s;.:: I"S*:"" :iy”':':;r e
space and interacting with it. Like traditional sculpture, installations may be T
realistic or that is, without subject matter. Some of

3 Vocabulary
installations Sculptures
light projected onto walls to explore the way people perceive space and three- wherein the viever s 2 par-
dimensional forms. ticipant or part of the sculp-
tural statement. There are
1o setrles as 1 consiruc-
tion orcontent.
collaborations As used in
consiructing a scupture,
collaboraton s the merging
of several talents to form
one work. The different tal-
ents represent different
artsts.

the light installations of James Turrell and Dan Flavin, for example, use colored

Also in recent decades,
artists have begun inviting oth-
ers to work with them as a
unique way to expand the art
form of sculpture. These
collaborations provide the
opportunity to form relation-
ships with a variety of people,
from artists specializing in other
media to working professionals to children,

installations

gather diverse ideas, and produce a unique
artwork that encompasses a multitude of
viewpoints about the same theme,

In this chapter you will learn more about
collaborations and the innovative art of instal- 8
lations. You will also have the opportunity to
work with your classmates to create your own
installation.

. g
collaborations
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STUDIO SERIES

Beginning Sculpture

By Arthur Williams

This complete program explores a diverse range of
media in sculpture, including traditional sculpting
methods and the latest tools and techniques.
The Studio Experiences in each chapter are designed
to go beyond basic skills and enhance student
learning through individual and group explora-
tions. Lessons throughout the book focus on creat-
ing basic forms to develop technical skills through
either additive (such as molding) or subtractive (such

as carving) means.

Features

e A diverse range of techniques and media, from plaster casting
and riveting metal to found-object assemblage and installation

¢ Engaging historical and contemporary sculpture, with examples
from the ancient sculptors of Mesoamerica to the immersive
experience of installations

¢ Thought-provoking historical profiles that help students create a
foundation to begin to understand their own place in art history

¢ In-depth analysis of how the elements of art and principles of
design are used to create three-dimensional artworks

¢ Detailed illustrations of fundamental techniques, such as
modeling a figure in clay

e Contemporary career profiles of working sculptors

For more information, visit DavisArt.com, call 800.533.2847, or email ContactUs@DavisArt.com.
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The type of modeling material will
determine the exact process. The two
based modeling
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is that it can be fired into a
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You can apply clay o w
you are making a portrait bust, consider
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mple.

that are very solid

then place tin.
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ot be made without
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The Human Figure

Along with our faces, the human figure is
the most universally recognized subject
‘matter. Throughout history, the figure has

Chapter2

# Design Extension

Create a Portrait
Bust

‘The following demonstration applies
0 both ceramic and modeling clay.
“The primary differences are the initial
application of the material, and its
care and storage.

© Obtain photographs—front, back,
right and left profiles—for the best
likenesses. (The model cannot always
be present.)

swraphic profile of the
ed to the Styrofoam
wig head that is used for an

© Mount a Styrofoam armature on a
wooden pole (2" x 27) that has been
chored to a strong, flat base:
x12') by use of long countersunk
om the bottom up into the
of the
ha

pole. You can fle dow
armature

P I strips or pieces onto
the surface until the entire armature is
covered.

Fig. 2-53. The
Sty

‘mannequin's
smaller shape.

© Model the basic shape of the head,
which you have proportionately meas-
ured to the subject using calipers.

head, ensuring that all features are
balanced.

Fig. 2-54. The
proportions are
che

© Locate and begin to model the
ears, and indicate the eye sockets. A
heart-shaped slab can be cut in half to
represent the cars. Be sure the eyes
are not (0o far apart—imagine three

ing sharp or rounded edges, and the
planes. Be careful not o make the

nose too thin. Study the lips. Notice
their roundness, and how they form
the comers of the mouth. The upper

lip has one central, rounded form sur-

© Observe the hairline. You can use

fine details can actually detract from

plet setches of e fa-
tures i preparatonfora
portrat bust This nciues.
th eys,ears,nose, mouth,
and e, This isa good
time toencourage the su-
dents o study ther own
rl foaturos in com-
parison o other students'

Documenting and
Exhibiting Art
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They aays gather an aud-
ence who can dent he
subjct. I they ar red
clay work, especially rge

na pudlcplac. I hey are
Inmodeling n
beexhiitedna dsplay
case Assis th 2
they pan the extibit Wil it
bepossibletoin
photograph o the mocel

thisbook for exhibion k.

Teaching Tip
The major problem that
studens encounterin

snape or form s corrct.
detis are plced on too
soon, studens try o “bend”
the o, creatngan k-
vard form

a7

Teacher’s Edition, Chapter 2: Molding, How To: Create a Portrait Bust.

Studio Objectives
Stodents il

«betr understand the
process o modeing.
«practcscorectpropor-
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Studio Experience
An Expressive
Self-Portrait Bust

You will create a portrait bust of yourself
‘with particular attention to your expres-
sion. The size of the work will be deter-
mined by the material, available time,
and working space.

Every morning you look at yourself in a
mirror. You know what you look like—or
do you? Most artists need a constant ref-
erence to the subject matter in order to
convey a sense of realism. For this studio
work you can use a mirror and photo-
graphs of yourself for reference.

Before You Begin

« Study your face and head. Draw your-
self from different angles. Do studies of
all your features, making different expres-

‘ows when the photois
possie
Viws and th useof a mir-

sions. Ch ion you would
like to capture in your portrait bust.
« Review the model;

You will need:

* clay, either oil- or water-based

* modeling tools: handmade or pur-
chased

* an armature, handheld or on a stand
(depending on the size of the work to
be done)

* ahandheld mirror

* calipers

Create It

1 Begin with the armature. IFitis to be
upright, make sure it is sturdy enough to
hold all of the clay necessary to finish. If
itis to be handheld, be sure it can still be
placed down on a separate surface while
you are adding finer details. A handheld
‘armature can be one of a solid clay mass,
without other materials. You can insert a
rod into the clay for ease of handling or
temporary mounting.

2 Add clay to cover the armature, paying
attention to the overall proportions. Make
corrections as necessary. Continue to
measure yourself, noting the eyebrow,

ear; and nose locations. Step back and

pages 46 and 47. view your work from different directions,
the scupture N oot tepro- 3 Iptors prefer a smooth-

portions. Do you have photos of yourself  urfaced bust while others prefer a rough
Create It or heavily textured one. Your personal

that you can work from? Can you locate a
Jas: dimilar head shape?

amatue massalovs space

Itis good to have a “live” model in front

This s 50 thestudent can
then angeor corect s
or her modsing. Stopthe.

Exen so, we
are not exactly the same. As you plan
‘your portrait bust, refer to your sketches,

discussproportions and

checking for your p “signature”
differences.

Fig. 2-61. Notice the features to measure

‘working methods will help determine the
finishing technique. Stand back and look
carefully at the sculpture. Does it need

more or less visible texture?

in your approach.

Check It Does your sculpture look like
‘you? If not, why not? Ask your fellow

students: Is it a basic shape problem or

location problem? Millions of people
share similar proportions, all with two

eyes and two ears, a nose and a mouth—

how s it you can tell one person from
another? Is it the nose, eyes, hair, jaw,

chin, or cheeks that are most different?

Have you successfully captured a facial
expression?

Rubric: Studio Assessment

Personal Insight_ - B Detail Scale”
Posos Posc faryacc

Make two sets of sketches to portray
yourself as you imagine you are sen by
Yourself and different friends or family
‘members. Draw different angles and per-
spectives to show the three-dimensional
aspects of your face. How are the two sets

Fig. 2-63. This

s
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ot
with proportion,detal andor

ing. nizable

expresion.
Stgnificant problems
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Each Studio Experience in the Davis
Studio Series offers point-of-use lists
of necessary tools and materials.

Components & Ancillaries
e Student Book (Print)

e Teacher’s Edition (Print)
e Davis Art Images Subscription

e Teacher Resources (print):
Studio Support Masters,
Vocabulary Masters and
Artist Profiles, and Assessment
Masters

Davis Art Images Subscription

Extend the fine art in each lesson with
images from around the globe and
across time. With your subscription to
more than 35,000 brilliant images, you
can view and download images that
have been carefully correlated to every
lesson. Compare and contrast any
two images, create sets and instant
slideshows. Find the images you need
using search terms specific to art edu-
cation. Each image includes metadata
that allows you to find other images
from that artist, time period, location,
medium, and much more!

Teacher Resources

Studio Support Masters: Sequential
photos and illustrations teach techniques
and processes in a practical format.

it | E e Portfolio tips and exhibition tips help
. [ B (= students document their work, track
e — their progress, and prepare their images
: Ty A Lict=-R oo B in a professional manner.
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Vocabulary Masters and Art & Artist
Profiles: Profiles highlight the accom-
plishments of artists and works of art.
Vocabulary Masters reinforce vocabulary
development through stimulating word
games.

Teacher’s Edition, Chapter 2: Modeling, Studio Experience.

Chapter 1: Introduction to Sculpture
Chapter 2: Modeling

Chapter 3: Molding

Chapter 4: Casting

Chapter 6: Construction and Assemblage Assessment Masters: Detailed studio
rubrics reinforce and extend the rubrics in
the Student Book. Chapter review ques-
tions reinforce key ideas and concepts.
Customizable versions of all assessments

are included with the eBook Class Set.

Chapter 7: Installation and Collaboration

Chapter 8: Portfolio, Exhibition, Education, Career
Sculpture Timeline & Glossary

Chapter 5: Carving

For more information, visit DavisArt.com, call 800.533.2847, or email ContactUs@DavisArt.com.



