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FOREWORD 
This exhibition is long overdue, for the public in New 
Zealand has had little opportunity to familiarise itself 
with the work of the sculptors represented here. 

We must be grateful to the Arts Advisory Council 
of New Zealand for bearing the major financial burden 
of this undertaking and so making it possible for the 
exhibition to be seen in Auckland, Wellington and 
Christchurch. 

No exhibition would be possible, however, without 
the ready generosity of private and public lenders 
whose response has been sympathetic and practical. 
A considerable debt of thanks is due to them. 

For their interest and assistance we must thank His 
Excellency The Ambassador of France to New 
Zealand and His Excellency The Ambassador of New 
Zealand to France. 

P. A. TOMORY, Director, 
Auckland City Art Gallery 
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INTRODUCTION 
The aim in arranging this exhibition was to show the New Zealand public the found 
dation on which the sculpture of this century is based, and to indicate the move away 
from wholly naturalistic forms, heralding the abstracted forms with which the sculp­
ture of today is largely concerned. 

As in all exhibitions it is seldom possible to secure all the works which would lend 
weight to the central idea. It is so with this exhibition for the important work of 
Duchamp Villon and Brancusi is not represented, as it should be, to illustrate the 
revolutionary changes which occurred prior to 1914. However, Archipenko and 
Laurens were in the forefront of this movement and the works exhibited here give 
some measure of those changes. 

The high points of sculptural achievement have come less regularly than those of 
painting. To take a severe line with these high points, it is possible only to cite Bernini 
in the 17th Century, Canova in the late 18th Century and Rodin in the last two 
decades of the 19th Century. Between these peaks are ranged the foothills of many 
sculptors, lying in the shadow of these masters. Thus, the main period with which 
this exhibition deals and the signs which it contains of the next, is one of resurgence 
in the history of sculpture; one of significance and importance. 

A certain historical view has interpreted the work of Rodin, Maillol and Bourdelle 
as the last flowering of an exhausted tradition. Their partial eclipse until the last 
fifteen years, shows how effective this interpretation has been, but artists of this 
calibre, working as they did throughout those almost frenetic creative years 1905-1914, 
would find themselves incapable of creating work relevant only to the tenets of a 
failing tradition. Another view, begotten perhaps by a kind of historical pity, has 
been to relegate artists making their mark in the sunset of an ancien regime to a limbo 
of creative frustration, where unavailingly they seek to free themselves from an 
implacable Zeitgeist and the indomitable constraint of Taine's temps: milieu: race. 
There is much to support this view if the creative individualism of the artist is set 
aside. However, today, greater emphasis is being placed on the generative powers of 
the artist, so that no longer will the old historical art cycles serve to mark the birth, 
maturity and death of a movement or a style. Instead there is the picture of artists in 
an unceasing action of creativity within the terms of their environment but not, as 
it were, bound by those terms. 

Thus the work of Rodin and his contemporaries is forward looking and not a 
static last gesture. 

Since the time of Canova, sculpture had, in the hands of the academics, become 
frozen and lifeless into polite acceptable neo-classic forms, until Meunier, moved by 
his interest and sympathy for the industrial worker, created a number of sculptures. 
These, amongst them, The Workman (No. 29), had a profound influence on his con­
temporaries, including Rodin, who worked in Brussels in 1871-4. Although social 
realism was widespread in Northern Europe at this time — Israels, Millet, Herkomer 
— it was not to be adopted by the sculptors. Their interest in contemporary human 
types was confined to psychological interpretation rather than commitment to any 
particular strata of society. One might except Rodin, whose range of invention 
exceeded all the other sculptors, for some of his works reflect a concern for the under­
privileged. In the main, however, his concern for the monumental, for the abstract 
qualities of his medium, invalidate this limited interpretation. 



If Rodin had a consistent theme, it was the inter-relationship of male and female, 
or to use the contemporary expression 'the battle of the sexes,' but he was never to 
become a sculptural Ibsen as Edward Munch was to be in painting. 

Rodin initially was much influenced by Michelangelo, but it was not the period 
Michelangelo which moved him but the sculptural inventions of the master. These 
were the opposition of masses, the textural contrasts and the concave/convex carving 
of the planes to induce life and movement through the play of light and shade.But 
Rodin's planes are much more broken up so that the play of light is multiplied giving 
the surface of the work a vitality, lending extra life to the movement of the principal 
masses. This interest in light was almost inevitable since Impressionism reigned 
throughout Rodin's evolvement of a personal style, and the short brush strokes of 
the painters found three dimensional expression in the fingered depressions of Rodin's 
modelling. 

The dynamic tension of mass in movement, expressed best by Rodin but also the 
central idea of both Dalou and the early Bourdelle, has an historical parallel in Baroque 
sculpture, particularly in the work of Lorenzo Bernini. Here was another period in 
which there were crises in faith, in intellectual exploration, and in the increasing 
complexity of human psychology. But the problems although similar were not 
identical. For artists in the last two decades of the 19th century were involved with 
the internal crisis of their own art; to rescue it from the commonplace of the illus­
trators and the facsimile makers and to restore to it the mystique and magic of the 
unique image, not an image recollected from the past but an image which would act 
as a catalyst and a reagent for the psychological and social components of con­
temporary society. Rodin's The Age of Bronze (No. 32) exhibited in 1870, was a 
colossus of anxiety, which, if placed by the side of Michelangelo's David, becomes a 
penetrating commentary on the pathetic fallacy of the popular belief in the progress 
of man's intellectual supremacy. Popular reaction to it was to accuse the sculptor of 
casting it directly from a live human body. It was too real, like Courbet's Burial at 
Ornans, Manet's Olympia or Degas' Ballet Dancer of Fourteen Years Dressed (No. 14, 
the nude study). By being too real it became offensive. One can only admire the keen­
ness of perception which recognised that in an age where reality and the facing of it 
generated most social and intellectual crises, the most significant and powerful image 
would be reality itself. 

Rodin, however, was not to be content with this, for the public reaction alone 
revealed that it was possible to misapprehend the real image for that of the mirror. 
Rodin therefore more and more moved towards abstracted forms; even the fragment, 
the single hand, separate and alone, would contain all the sculptural qualities required 
and yet was sufficient to express his ideas about the force of life. One sees his forms 
become more and more fluid and his Large Dancer (A) (No. 40) has the same vibrant 
flow of life as van Gogh's dark green cypress tree. The fluidity and continuity of the 
whole movement is expressed. Degas and Maillol on the other hand, choose that very 
part of any movement where momentum is least. Degas' choice of the classical ballet, 
with its deliberate arrestations, rather than Isadora Duncan's free dance interpreta­
tion that had inspired Rodin, emphasises his interest in the architectonic variations 
of the human body. Maillol remained content with the superabundant monumentality 
of his female figures, upright or reclining, of the utmost purity of form, and with no 
'literary' undertones. 

Of the sculptors represented here, Maillol, Despiau and Bourdelle were pupils and 
assistants of Rodin. Of the three, Bourdelle was the most inventive, carrying on 
Rodin's feeling for the abstract qualities of the medium. He became famous as a 


