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Encountering the Male Nude at the Origins 
of Modern Sculpture. Rodin, Leighton, 
Hildebrand, and the Negotiation of 
Physicality and Temporality 

The life-size frt't'-sr;mding m alt· lIudt:, beginning perll.lps with tlll' Arch aic ktmr\li 
but t"p ito lllized in l'olykk ilOs's I :hJrypllOfIIJ, funcrioned up to the twentieth ce n
tury :l ~ [he cenrral scu lprura l gen R.' through w hich individm l sculptors mt:diatt,d 
tradition ami cunvcm ion.A pivOIal ep isode: in (h15 tradi tion occ urred in the btl.' 
r ~7OS and carly .XSos w hen - fo llO\v illg artists such as Don;llt,llo. Mi c:hcbngl' lo. 
:lnd Thorwald~t'n - t il L' malt' Ilude? was deployed by AIIguqc R odlll . ':reclerl c 
Le ighr'11l. and Adolf von Hildebrand in their reddini tions of sculptura l pnetin.' 
and tht·ory. M any sm[ptors in t il t, 13k ni nett'enrh century undertook r1H' dl:ll 
It'Tlgt' of break ing wi th convention through and within the male nude format. 
Rod in, Lei~hton, :md l-l ildl'br:tnJ, howl'vc:r. preSt' nl lIlrl't' foundatio nal cases that 
helped to ckrcflll illc lIll' form of 1l1odt'rn sc ulpture in Fr:lIlce, 13 r itlin , and Gt'r-
111:111)'. All thret' displaced emphasis ,Iway from subj c:ct-m:Htt"f and illustr.Hioll, 
,lIll'LIllil1 !; insfl' :ld to t he phenom ellJ! encounter het'.veen VIewe r and ~cu lptllre 

;md to the physical presence of the statue as material bod y. Str:uq;ically, ead l 
t'mployed tl' lllpor!l lit y and dllr:Hi on to aniv;He III th e vIewer ;I ~df-consciou~n ess 

of thl' phy~ical. hodily e l1 g;lgemt'nl w ith sClllptll n:. J n what follows. [ wi ll :I11a lyzl' 
the II1 :UII1t'f ill \.,.. bi<.: 11 each of thl'Sl' sculptors ncgori Jted with physic:di ty and 
tl.'tllporality in their reo ri entation of sculpture. Thl'Sl' thret' (";ISl'S ddinl'atl' a gL'rl

era! srratl.'b,)' crucial to :111 1Illderst;mdillg o f th e subseq ucnt dcwlopme rH nr 
1ll0d l"rn ;lIld lIlodcrllist ~culplure. 

I. 

A\lgll ~tL' ],{odin \ AJ!I' I!( BrtJllze has conventionally bt'l'll rq.;:arJed a~ Olll' o f tht' 
~t' llljna l works in thl' history o f modern K ul pcur(' (Fi g. I). Compl l' tl'd in dl.7fi 
w hl' 1l R od in W;lS thirty-six years o ld . it was his first full -sizl' fi gure to bt' exhib
ltl'd . This malt- Iludl', in nlTll , hn aldl'd R odin s f;IIlH.' :\s the dominant sculptor o f 
th c Lue lIin etel.:' nrh n:ntury and ~ignall'd J. depJ.rru re from rhl' I.:';o.; istill g par:llll 
L:tt:! rs ofsclllptll re. Ex hibited in Urussd s in Jalluary 1877 ,HId JI Ihe Paris Salon in 
M ay of (hat sa m e yea r. the ~tatuc Ill ("t with insinuations th:lt It hJ.d bel' ll com-
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po~("d of pl..stt' r casts Of .1 Ill('lckl's hl)dy (311f1I1llllltl.l!{') r;lther th:1I1 be ing ~c ulp[ed 
by R odin 's own hJlldTIll' body uf th t' .-Ixc 4 Bnm z(' \t'clIlt,d tOl.) Ul\f UIIVemiunal 
and. by ("xtt' IlSlon. roo ·'real"·. 011 ItS fi r~t l:'" hI bino ll III nrus .. d~. (me erit It ofrt'Tl!d 
J1l1xed prJI~e, s.1ying that whereas the stanH" s 'oddn ess ' initially Jttraned interest. 
it ~uq:1illt'J (kit illi erest bec<l u\e of H~ dIsplay 0 ( \ 1 qllalJry Ihat LS .I ~ rare 'as it I ~ 

precious: lIfe." The wnla wem on ro voice Tumours th:t t this qU;J.lit)' mny havt' 
bt' t' n iI<-·hi t'vt'd throll!-\h dlt' IIl t:dunical proce~ ofc;J.stmg. ln Pan ~ !filer 111:11 yt':tr. 
iI(cu~anon~ connnued to be debaled thaI ' {hl ~ work. <;0 rt'mark:lbl y real. Ibe:l rsj 
within it the lraCt':, Ur.I Clst frolll lifl::: 

TIll' Impctus (o r thc q .ltll e (ong Il1:llly oded TII{, I ;mqll;slu.'rl Olle anci :I t one 
poim co nct'ived of hoi dint; a spe;lr) may haw illitiJlly .1Tl\t·n Ii-ulll Rodill" intt'll
lio n 10 addTe~s th e tr:ll\llla o f th e I-ranco- Pru~slan Wu, a<; Ruth l~utJer h.l ~ ~ peClI 

lated .! He changed the t itl t' to TIl(' Agi' '1 BranZI' fu r tilt' P,lr!s ex hibiti on. pt' rlups 
o bliquel y .llIuding to rt'ce l)[ .IIHh ropologlcai arguments thol l th e BTon1.(' A~l' ,;iW 

th e .lwakenmg of cuhure. Tim reference W:lS equally obscurt' fo r contcmpor:lry 
vinvn :" .lIld 1ll.IIlY COIIIIII(,Tll.ltllr\ opellly C"rHKIZi:'d R orllll fo r l10t providin~ 

enough in (ofilia [Ion . H I~ pnm:l ry concern.:lS It would later bt' rt" Ill t" lllbt'Tt'u, "':IS 

to lTt'dtt' ',1 qlllplt' PIt'Ct' of ~eulptutt~ witho ut Tefa l' nee 10 suhj t"ct." The opaen), 
l)f and vaCI llaTI o n hc(wct: n Iltle<; ~ugge<; t th.u Rodlll \ IIHClitiOn \\',l S to make 

illmtration .md extern ,11 ~ lIpportln!:-: n,lrrJI\V(' ~l1bordil\ :He 10 tht: t' IIt'Outllt' r with 
Ih t" m.lt t' n ,1I oOjcn ]{~c lf. I-urthc rmg 111 ~ rl' trcar from th e IlIu ~ rr;ltIvc or :. lIcgoTlcll 
("OIwt'nti om of frt"C;!-~ talltlin ~ :,clIlplure, RoJ in ,11~o :,trippnl d\\,IY dny iJt lltii)' in !4 
atrTlbut('s. Without ,1 spear nor. fnr tllat matle T. with .my 111nL<; a<; 10 Wi ~ lIbject

mJtter o r i("o nogr;J. phic intt'rprt' tation, tilt" ~t' ulpt'Ure W:l ~ fir:.t and fon: Il1U~ 1 J 
.. t:.ttu e of :111 unspeci fied Ilucit' mal e body. Ueyolld tht' tICk of Tl' ferellce to any
thi ng other th:J.n the (,:l noOlCJ I tr:J.d ltion of the ITel'- standing 1113le Ilude. th e fig
urt' Jisu rt' ~ i\(t'd ~ tr;)i ).; hlfu f'\\,lTd cmp.lIh t' li(' proj t:('uo ll, ,h~pl.lying cml r;;! ps)"cho
loglc:llly !'1111bLgllom (,O llnten:IIlCe. The majoTlt)' of viewers found th emsd\"e~ III 
unf:lIll1li,IT tl'rritory. Sp~· <.' ld .HIOIlS - a licli cOlHradl(to ry - .IS 10 whethn the li g
ure wa, ,I w:lrrior. :J. J.lbnurt' r. ,Ibolll to comnllt ~U1C1dt' , or Adam himself grew in 
rt'spunSt' to Rodin \ ndtiv;!tion tlf ,ulluiguit y. 

I'ht' Icnnogr:J.phl( un~peclfic lty of th e tigUTC mirrored Lts llllf.1Il1iliJr composi
ti o n.11 ~ trllt"tllrt· . Tilt" .!Clivt' b:tI :mt' l' of th t' tr,ldniull ,11 rrt't'stJnding malt: nudt' -
t'xl'mphfi cd In Th e ("b ~~ I (" COlllT:J.ppO~ t o po,e - ga\'(' way III Rodin'~ <;[atue to an 
IdI osy ncratic :ll1d un COll vC lltion.ll Irl'atnH, nt of the body and ils stanct'. Con
It:tppO'1O W:I ~ n :mr.,1 10 tilt' hCrlt.lj.!;e ~Ild vicl';<; itude<; of the /Tee-sranding male 
nudt' .1Ild provldl'd fi gures With ;1 hillt of movt"IIlt'llt anti lilt- wi thout ,lbJlldon
I1lg repose and \ tab,hry. Morl' ,mporc:ll1lly. C('Imrappm[() lem a COI1~ lsIcncy and 
wh oleness to depictt'c\ bodH.'s and their Illovcrm'nts, allowing - in ~Olllt' imt"r
prt' t:niulls - th e pt'rfenl y hUllloniled ti guTe to fU]l ctlon as a ~ lgl1 for the idc,t1 
~tlhjcc t , Though <; lIperfi clllly :lIlalogous to ("onrrapposto and its rhythm~ . tht' 



SI,IIKt' of the ,4,~(' '!f HmllZl was comparatively unbalan ced ,md II mypica!. Ahc:r ing 
,he expeClt'd pu~iliom of anns, l ... g-;. ,l11d Ill·ad. Rodin d{'~tahilized the pose.leav
ing a paJI.' l'cho of contr:tppmto ro nuke clear his repudiation of th e CQuven
tlonal formulae. From SOITle: vit:wing an~Je<; lil t' figure see ms to be , t:-lI1eting wl{h 
his wt'iglu pivoted at the left hlp, ,vhile from o th er angles (especiall y rhe sides) 

[he figure', upper body appears to lurch pn:-c,lriollsly fo" ... ard. No vJmage pl)mt. 
howevn. tQIl\'l:ys the archifectOlllc "lability, holIstic Integration. harlnolliotls 

rhytll t1l~, or '\'l'lgllled balanCt' of ataJl..'llIic or dao;;sical comrappostO. 
H e dfctwd tld, d ... ~ubihzalion ill iI body with a highly naturalisric Jnd cn~d

ible Ilw,(' ul :nllrc - :L~ uld in 1'1,77. th t' figurt, hdJ ' une realih~ remarqll 'lble.' While 
still :ltllletic. the Ku lptllral bod y prc~elH~'d III th(' Age of BrLmzc did not display 
the pt'rfen syIll LJl("tri e~ :lnd llI11scubr :lrricubtioll that had come to be e:o: pec tcd 
of the acadc:mic ma.l t [Ju d t: Statue. R.od ul dcvc1op('d:l proced ure ofblllJdlllg up 

thl' ~culplUr;"\1 body as a ~cric" of cOlln ter inflec tillg adj ace:nt plaJlC: ~, J me thod 
dcr l\'ed from his OWIl study of Anciellt alld Renaissance sculpture, \ H I, ~tr:Jtcgy 

rcplact:d overall stat ic CO lllpo~ltIol1:11 hai.lI1ce :lnd solidity with J rhythmic re l,l
tloll:l l flow benvccn p:lns and across the body. EtTecllvcly. R odin ~hiftcd th e 
terms of sndptLJrt' from mas~ and ,'olumc to surfJce (Fig. 2). 

Exploitin g tilt' phy~lcal qualities of d ay .1'> trdmlah::d mlO branzt'o Rodin made 
th e skin itsdf tht: primdr), o bJ e(\ of mterest r:llhcr than ,he analomy il cowrc:J . 
FOI' R,od m , the "kill 'hore the precIous trace of what it mt:ant to lI .... e:H ;IIlY time' 
:lnd W:lS the thrc:shold where th e sc ulptor's hands, (he llIatenal obj ect . :md the 
VLl'\VCr's lookmg mct.~ Just :IS he chose to rc:pn:st' 11t an indivldu;ll ,lIld Illlt)'plCa l 
hody, he concerned hirmdf wnll ca ptlJring th e p:Jrt,cularine" and variations 

acro,~ tht' surface. HIS st:!tu c did not rely on either the sUlllmary ,llLd hOlll og
cllIzmg treatments of tht' Il eoda)sit-a.l tr:lditi on or on the cO tlvcnrilllul t oo l~ for 
oi)plaYI' lg' naturalislll ' (har ch;lr:lctenzed Ili1lCh S:lJOIl sclliprurt' i II tilt, period . H e 
did not ~eek to eff.l ce Ill:lterulity ,md .1nclUrr- but rather cultiv;l{ L"o rheir contribu 

tiom to tilt' \culptttral mrfacL" ;lIld Il< complexity. Unlikt' Olha ~ tatltt' S o f the 
utll e. it o(iLn\ figure did not display strong: COlllrasts be twet'tl sh:ldow :lI1J high
light to ;](;(;t"l1tu :lte de.trly defined :l l1atOl1llc:l1 ~tructures benea th the: ~urfa ce. 

R: ~ th cr , the ~culptural ski n presents liS \vith:t grJ.du:llly llIetJlJlorphosmg wpog
r:lphy. distinct r'dther th,m ILIlLfortll at eve ry pollH.As Rainer M :trI:t R.ilke "'TOft' 
of th e statue: 'The mmt ~e:lrc hing eye could nOt di,cover III tillS fi gurc- any place 
less alive. less definite.l t:ss expres~ive than anoth cr.'- The "ubtly f:leeted scu lptural 

~Urf3CC: catches ba rdy dlscermble half- lights ;lIld half-s hadow~. Especi;lll y in the 
lin,l l material of dark. refb::tl\'t' bronze. these \·ar l .lti(l])~ ,Ire only imperfectly and 

p:lrllJUy JV<lllablc II,.) the eye, LIke the tactilel}" ri ch but barely pt'rceptJble prc~
l.!IlCe of Braille lettenng o n , .... hite paper. the ,c lIlptural ~klll of the ...-IJJ(' if BrOlt z/' 

resists beillg :lpprt:hcndcrl hy \"i~lon alone. Its complexity eludes tilt' eye ;llld 
JI1ClIc~ [he deSIre to touch . EWll if thl' dt'"ire is 1l\'Vl'r aC"tl'd upon and remains 
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i\llJg11lJry. [hI: ~[3rUl" S physlc3liry becolllt"s an iml'b'Tal dement of the vll'\wr's 

experit'ncl' (Fig . .!) . 
R odin \ foc\l~ 111 tht' A.l?i· .?{ BrvlI.::r was on th e outermost bOLlnddn~') of the 

figure: the edge. thl' profilt'. the \lIriJce. the skin. H e focused on shlfnng bOlillda 
rie, 31ld Oil vumtions a cro~, ~Ilrr.,ce~, ~tud ymg their creanon or episod IC percep
tual Incidents. R :ltiwr than the st.lbility uf lrI overall w ho lt', he cOllct'rrted hlln
sdf with th e 1l1Ultlpk: profilc~ .1nd gl imp~e~ e~t:l.blished by th e St3nH: and Spt'JH 
11I3ny hours anal yzing tht' post' trom all ~ides. H e abandoned til t' COllWllrtOnal 
C:lllph'l~is Oil COlHOur ,mel r3tlorl:Jliud ,hape, replacing it \.\'1th lIlwstlg3CJons imo 
tht· vlc\\·er\ lll()tJhry :l1ld lhe dynJmic proCl.'sse~ of apprt'itending J compit'x 
body III ~p:KC. R odin ,ittt'lIIptt'd to e n cou r:1~e tht' \'lcwcr co ,mend to the par
t1 c lIl:mrie~ o(hcholding the Kulptural body as direct and unique rather thall a, 
typical . H e 'I tresst'd, that I ~. Iht' Interdependence of the ~t.atue \ .... I(h the viewer's 
on -goll1g procc~~ of perccivlI1g ir. While still prt'st'nting a nilILJr:lli ~ ti(" po~e Mld 
body. he e n~.lgt·J tilt' viewt'f III d process of 100k1l1g which gr:ldua ll y l' n COUf

:l~t'd ht·r or hun t0 attend to and to locus on the immediJtl'" prcsen ct' of surtact· 
II1c ldent. detail. :lnd th e IULII rda[ionsiJips bl'tween p:lrt.s III and along th~' ~t.ltuC. 

[n Ib break With .1f,HlcllllC ~culprure. [he / Igl' vf BrVIIl:r lI1arkl.'d Ihe beginnlll!,".> 
of an mcre:tslIlg t' lllph:J~i, 011 touch. ((1(lIIrt'. and indt'.xicaliry III Rodlll'~ work . 
Rdl:rrlllg tCJ R o din" wholt: (F!lvr/'. Ro'\.,lmd Kram~ ha~ emph:l.SJzed [hat the 
raccile qualilles of R odin·s sllrf:tct's Wt'rt' inrinutel y rd,itt'd to temporJlity. seeing 
tht' ~lIrt:lct's o( hi~ ~cu lpulrt·~ as both the v i ~lblt.' tra~t'~ of the comlll~ lIlto being 
of the 1lI3terial object and tht.' ground ofthl' viewer\ t'xperienct'. OwrwrIllllg a 
motivating: <Ixionl uf figurative .sculpture Jnd it .. h\ll1lalll~t Jmtiiic.uions. Krauss 
ch.lrarttrt7ed RoJin \ innovations as. at base. a repudi:ltioll of tht· id!;'al of ~e
curd y-fixed. pre-givt'n, univt'r~;II, or tra nsn:nde llt meaning: 

Ag:llll and again Rodin fOKt'~ the vit'wt'r to ,lCkl1owll~dgt: the work:;l~ a n:~ul[ 
of a pro(e5~ . :m K t [hat h;J!, ~haped the figure over tunc. And this ;Icknowledg
mem becomes another facto r in JOKing 0 11 the Vlcwer that cond itIon of 
whit-h I have spoken: meaning dilC'> not precede experience but oceun in tht' 
process of t"xperienct' Itself ~ 

A~ Olle of Rodin\ t·.1 rli (·~t llUfilre WOI"ks. the AJ!c 'if Brvlr u dol'S not exhibit the 
~elf-consclo ll ~ ly dramatic displ.l)' of illdeXKJ I tr:'lce~ of the art l ~tl( pron:~~ dur 
would become the Illost rccogniz;ahlc a~p('c t of 1m later style. Krauss's reco~'11i 
tl on of the imerdependenn.' of physi c;lhty JIIJ telllpor .. iliry 11\ the t'IlCOUiltl'r 
WIth Rudin'~ ~tI rfJct's. howevt::r. l ~ equally perC"l! pm·c for this 'so rt'llIarkably real" 
sc ulptur:ll body. In lhe Aile .fBn,,,,::/!. Rollin trJn~fonued th ... genrt:: of dw JIl;llc 
nudt'. I-It- abandoned the ideal o f:l ~tatue ,l~ illmtr,ltlon 01" se lf- evident symbol 
ami instead required the viewa to engagt' in ;111 extl'ndc:J proct'~s of l'llcountt'r
mg the sculptural body direCtly. H e draJlJ.1ll7~d rhe motile Jnd tempora.l cng:lge-
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!l1l'ntS bctw!;('11 viewer ,md ~L1ll.lC', 1l1:l king the- proc("s~e~ of perceptin ll Jnd appre
hension central and motivating concerns for sculptun'. 

II. 

In a work exhibited the same year that the AJU' of BroIlZl' W;t~ seen in Paris, 
Frederic Leighton Jlso attempted to bril1~ the \'iewer -into all actiVe' physical ,md 
temporal rd.uion with the male nude. Unlike Rodin 's empll.lSlS on detailed 
~cr utilly, huwever. Lt"if:l:htoll led {he viewer lTlto :m t''x temled ci rcuTliarnblllatory 
cnroumer. Leighton has been more widel y acknowledged as a painter and ;t~ 

President of the Royal Atadt"rny of Arts. H e t''xt'cuteJ only tbrt',.. finished sculp
tures In Ills lo ng C:lrcc r. The first of [hc~(" - the flrhleJ(' IVrt'ulill,\! WiTl1 (/ P}'l lum 

(Fih'S 3-5) cre:ltt'd betwc!;11 1874 ;md 1877 - usb,..rt'd ill a widt'spread refor mation 
rn scul pwr;ll ~ty1e and techniqu e in ];He~V l ttori:ln 13rrtarn that ha s since become 
known as 'T he Ne-w SC lllpture-'. ~ Le-Ighton's entry into scu lptllre, like Rodlll'~ 
Agf ';f Bn",;;/" su pp res.,ed a direct IConographic reft"fI'llce. Many Vict o rian and 
twentieth-century commentators have- cited rheVat1CJll L-WCOOII (fro ntispiece) as 
the so urce o f the subj ect - matter. T hough Lt"i ghton capitalized 011 the ca
nonical JLlthOflry o rthe L-Iu(OIJIl, 111< Imeial idt'a for thl~ ~tatue came from ~tudj e~ 
fur his brge p;lilltillg o f Jil ApoJlo llian proces~ion - tht" Daplrueplwria - and. 
l.llcrally, :111 ;mocia ti OIl with the <;tory of Apol1o \ uruggk with the Python 
of Delphi, Regardlns of the "uurc!; o f the subject-matter. Ll"ll;!:hto n newr 
reft'rreJ to the \\lork :t~ anydling but :'Ill :nhl etc. H e elllph:l.~ized it lip;t and 
foremost a~ his expt-ri1l1t"l1t with the malt' Dudt' and \,,,· ith th e sculptural me
dillm. 

Leighto n unvei led the AI/I/c/c at the I ~77 R oya l Academy Summer Exj,ibition 
fully - tinislwd III bronze. H e ex pli Ci tly lIlt1mded il a~ hI s chall enge to the Victo
rian art world :tnd. in conj unctio n, had two goals in making tht' sta tue. First. It 
attem:d to his artistic abjjity III ,1 v:tflety of medIa , and .. second, it W,IS ~pecifi ca JJ y 

directed at Britl'ih ~c ulptors a~ a contrast to the general tnadequ;lClt's that he and. 
lluny o tht'r:-; saw ill their work. To incre<lSt" the ~takes of thi., llruJnt;lkili g. 
Leighton adapted the forlllat of the l11aje nude. Breaking WIth Victori:m com'en
tioll. he crt'ated the first fuU y nude adult male , tatue for decade.;.. Leighton \ 
gambIt was well received. H t' was elected President of th e R OY,ll Academy th e 
f()Jlowing year and saw, over the twu deCides of his presidell cy, a renai~sa lH:c ill 
~ctllpcuml production . rr;nning. and co nsumpti o n in the Dnri <;h El1lpin~, 

As wi th R udin's :'1,\1(' (1' BWl1z e, critic. struggled to iclt"mify just 11'/1,11 W ;15 beinl,\ 
n::prc:~e l1tcd or ~ylllbn1izcd by tilt' i\thll~te Jnd his pyth o n Simibrly. 111 ,II1y o f rhe 
suggesti uns as to its moral CO rH ent wtTe cuntradictory. Unlikt' the didactic JIld 
Illu strative cO tlsidt' ratiom that proVIded tilt' impetus for much mld- Victonall 
sculpture. the Allt/f/C was a technical and art- thl"oretic:tl experiment derived 
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Fig. 3: Frederif;: Leighton, /lllIIt·fl.' W"slliug willI II Pyf/lll", 1874--'77, 
bronze. height 175 em. London, Tate Britain. 
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forcmost from Ll·Ighton's Qnq2git' wi lh tht' complexity of thrt't'-dimt'nsional 
figurt's. T h,H IS. the statue was L eighton'~ :'ln~\\'c r to th t! problem of representi ng 
bodu.:."~ [h,1\ exist litwaUy ill ~p,Kt' Jild timt' ratht'r thall in the removed realm of 
the plcmriJI. LeIghton first h('gan sculpting as :l Illeans to improve the verJcity of 
J1L~ paillteu flJ;ure~ , H e made ~null sketch ll10dds [ 0 work out the feasib ili ty of 
pose~ :'ll1d bodl('~ before painting th em on call\'a~, H e rot;lI l·d these StJtut'Ht'S in 
his h ,lnd~ ,I~ a way of understanding how beSt to trambte the thret'-dll11Cn~lon.11 

body 10.1 two-dim t!nS lonal pICtorial formaL In tht' course oflhis process, Leigh
ton Co1ll1t' to [ht' basic yt'l profound realiza tIon that thret:-dill1t!llSlonal flgnres in 
thl' round dt!manded a dlt1erent man lier of perCl:ptu:ti ,lpprehellsion th an riut of 
p,tinre:d bodif;'~ on a flat smiace. In ~hort, "c ulpl'ur{"~ physic" l co-presellce w ith 
dw viewer required ,1 IlegO{j,uion wilh th t" l'it'u'('r~ 1l!ovc:nlC.'nt through spJCe :md 
time:, In ;I tnOVt' allaJogom [0 ~ome later mod ernist conc('rm w Hh (he c<;St"1lt i:ll 
qu:tliut's of Mtistic media, Leighton tTt"ltcd J !iculpturc th;lt wou ld cap1l3hzt' on 

the compleXIty afforded by rhe- 5u cct<;~io ll o( COll1p~tll1g \'iew~ rl'ct"ivt'd by rhe 
vil'wt'r a~ she or he nlOvl'd arOlllld the st:uue, 'Y 

The / II l11ctl, fulfiH ~d Lcighron '~ goa l by e mbodYlllg tilt' prOl'es' by wilich he 
,ltt t'Il1Pll'd 10 com prehend bodies in three dilllemlO rl.~ ,md ~cqllemt.llly tj'om ,I II 
~ Ide~. LeIghton tr;'\ll,;;l,ltCc\ th t' , pi rall111g rotation of his own handling of S[:ltu t"tres 

iIHu the: ('t'l ltr.ll com positional and represent,ltional conceit of the statut'. TIll' 
python, ,IS It ~ I1.lkc ~ aro(lnd th t' Alllil'll.:s body, literally t·st:,blisht's.1 \' isual path for 
th" vk\ .... e r to fo ll ow Jround tht' object (Figs ]-5), rhe ~n.1kt! futll'tlolwd .t~ the: 
('xlernaJiZ:l11011 of 1 ~'lghrul1 \ spi ral compo,i tion. Just a:. Ll,jghroo rotated 1m 
Sla[Ul'ttcs to ViSllJti ze them .H coherent bodlc~ 111 span', Iw ellcollr.l14t'd tht' 
Vlc\vcr to ci rculH,lI11bulJtl' around rll\:' .AII,INC to acknowledge Ib ~pa[j:l l and, 
conseCJuentl~~ tcmpor,ll cx i ~ [C I1 CC, In [urn, the body of the SIIJkt" parll,llly Jis
mph views of L1H.:' At hkte, body ~o that no olle comprehensive: VIt,'W of till: 
statue can be est.1bhshcd, further ~purring rhe vlewl1lg p,lrtinp.lI1t' rnOVellle:llL 
This spIral cOl11po~lIioli physit.:all)' dr<lws the viewer around the work 11l1n ,I 

continumg procc~~ of bodIly rcl::nion,Tlus phys i Cl l lllo~·t'mel1t Jround Ihe st:ltu\.' 
and Iht' intt"rferellcc betwt"l'n python ;md athlete servt' to cst:lh!i~h ,1 \ \I ('ct!~~ion 

of myopic and incomplcll! VI('\\,5 of the K lIlpttlft" nUlle of which provide :tn 

adequ.tte e~ t :, b1ish ing view from whic h th\.' body can be coherentl y (ol11pr('
hended . H t'Ilr)' J ;lTlIC~ wrolt! of the statue in t :S77: 'Wht'llI.::wr I h,lve bn'n to the 
ACJdt'lIIy I haw found ;I cotna m reht'fin looki ng for:'l wh Ile ,It thi ~ rl'pn."~t"nfJ

tlon of th l ' naked hUIll"1l body, till' whule ~tory of w h ich b~'gins and t"nds With 
the beautiful play o( its Illus..: lcs :tnd lil11b~.''' 

Unlike S t ,1tlll' ~ WIth ,1 d(JII11Il,m{ f:ICt't or de:lr frumality, th e viewer\ expen
t'net' uf till' ,-1 lf1l/'lc ('annat be d(vorced from the phy~1('JI and {l'm por,ll proct"~~ of 

c lrcumJmbulatlOl1. We IUlI't J..et'p l'Irdil1g as Leighton provided no adt'qu,ne 
resting place where tht' body C:l11 he wholly app rellt'ndcd vi~ua lly - it I11ml bl' 
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expertenced pnm:mly In rebrion to our 0\\,11 l1Iove111t"l1t, hodit"~,and duration of 
uur t"ncOllnter. EWll more so thall In the intilll:1te situatiOIl of p('rceiviJl~ tilt" 
~u rf..'lce dranl3 of R odin '~ A,Q't' I!.{ Bn)llZ(', d1e viewer be.::omes ~elr-comciOll" ofthL' 
physical and temporal nature ofhtT or bis involvement ill the sculptu ral t'IICOlln
rCLAny rL'trmpecrivL' n:collt.:ction oftbe (: xpe rH.'n cc: ntthc Alidert' will bC"I~ rhc 
Jal11(:s ~Iuotatiun captun:~. episoJi c rather than comprchensive. taking as its or
gJ I1lZll1g contL'1l t Illemori(·~ of tb e vicwer'~ movem('ll [ through time ;ll1d ~p:lCC in 
rd:l tioll to tht· statuc. Otht:( wurks in the hi~tory of ~l"Ulptlire h;1\:~: encouraged 
Clrculmlmbutnioll (Q va ryin g dcgrcc.':S. By IllJkin g circllIll.lmbubrion th e cl'ntfal 
conceit of the statLl t: and its expenence. however, Leighton created a self- reflex
Ive statt"mellt of sc ulpture th eory With the II/illffl' In whICh ,cul ptuft' and the 
encollnter were redefined primarily in terms oftelllpora liry and physicality. Akm 
to the pileno11lenologlcl1 agen das or so me t\ventleth -cemur)' sculpture (in par
ticuiar,A11leri c m MmlTl1Jhsm), lhe .~rflll'tc cann ot be m erely looked ar but must 
be expnit"T!ced sdf-collsciol1sly in time ,md "pact' ;1" a relat ioJl bet\vtTJI budie~. 
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III. 

Lc igh {Qtl'~ m.HlIfe<;to in hronze reinforCl'd tllt' tt"mpural ,l1ld physic:!l aSfll' crs of 
the ~culptur;Jl t"llcuuntt"f, dist:!lIcmg them fmlll pinOfi:l1 represent.1ti on. Adolf 
von Htlddm md •• ucmpted the OppO~Itt' in hi~ stTugglc to establish <l Ill'W path 
for ~c lllpture . Hildebrand i ~ bl.:"\{ rl'lIIl.:"ll1bered tor his publi c work~ and hi~ trea 
ti,\:' Dm: Pwblrm I/I'r Pdf'" i" tier !JUdet/tim ,""mst. First publi~hl.:"d in 1893 and re
prJJltcd It1 Illultipk cdirio ll!> :tnd traml,mom. 'n/(' Jlrcl!Jkm f!f Form" one of the 
t:ornt'ntom", of t weTHleth-cenru ry art theory. '" Through its mflul'IICt· 011 fit-.'1.In: ~ 
~\lc h ,l~ Alol~ R iegl and. quite profoundly. Heimid. Wolmin, '11,(, Problcm I!. f F,,,,,, 
~ub~t:lllti \'t" l y contriblltt"d to bacr lliodcrlli~t concerllS with opricJiity all(j 
fo rl ll . '1 rhe ISY3 tex!. howeve r. \"ias not I-l iklt'brand's first attempt co codify J sa 
of pn:.sCTlptiu ll ~ lor ~clllptlll't'. Iktwecn lHRI and J!HL~ . H iidebr.lnd sl·lf-con
~nou~ ly rook 011 the malt" nude fonn;lI and the Doryp/'(lr(Js ill parti cular. frt':Jring 
1m own exemplar ofhi .. lurll1.{Ii ~ { ,1~t'lHb.Tht' result \V;J~ Slil/l{fill,1! MlIII (Fib'S 6-S) . 

t"xhil}JI t!d in IR84 ~ t1w (:el1trepi e~c oflm first Illajor OIlC-Pl'T)Oll exhibiILon. 
It wo uld be bt!}'ond the 'COpe orlhe present argulllent TO providC:'l1l t'xtemive 

.Hl.lty~ i ~ o f th t> para llel t1love~ hetween 'n,r Pr,JbJrm 4 Filrtlf ;md it~ ~culp tllral 

alltl'ct!dt.!nt. Sufficl' it to SJ~' th.lt ::I cOlll~J,l rison of rhe twO rcvC:lI~ ,\ gre:H dt":11 
.,bolll Ii'll' l'OIllr;ldictiOIlS and Ih l' UlH.·a~e with the body and thi,' bodily HI t-arh. 
lI1'1dly, 77'f' f'flJb/CIII ,~r Filrlll arcelllptl'd to forlllubte ;1 cohl'rl'!H syQen1 for art 
vit'win~ ;\lld art making in wlll ch nodll~~ :md phy~lCll t"ngagemcnt bt"comt· rc
~rn (tt'd m preference for opticllit),. 1-liIJebr;Lnd tLlldt"r~tood .lftimc crcallCHl .I ~ a 
strllg~lc to find rigorous forlll,ll purny ,md bl':1ury .lnlOng the r,lW materials of 
Ilaturt> ,md p(']'(t: ption . An ll1dl\l ldll alllllY t'J\coLl nter nlOIlit'lIt~ oftll'l'tinl!; lWluty 
or forma l harmony in Iwr or hi\ d,lily percl'ptlons ot th e ('w ryday world. but It 
relll<liTll'd th e ;H n~t'\ Jon to \elect Jnd trall5form pt'Tceptu,d ddtJ, comtrllcting 
ubJ~cts that p rt'~~ lHt'd to lilt' Vll'wer pt"rfcct formal .lfrangclllent~. Hildebrand 
ba~l'd IllS frl' atisl' on the hehl'fth.lt (he rt!timl p~rct!ption of tile world was always 
rwo-dimellslonal. Imlgilllng the retill:! as ;1 fbt scret"11 01110 \\'hl Ch pe rceprions 
Wl'rt" projt"cted. Hl1 ckbr.lrld ron~idered sculpture"s g re.ltt'Sf dlallenge thl.:" over
t omll1g: of the problt'llI~ ari )ill!; trolll the perceptual tramto rmatlon of the rhrt"{'
dinlt"J'lSIOllal world IIHO {'WO-c!lIlH."mlon:t1 retinal Plcturt"S. An idt'al scllipturt". ill 
Ill';; ~ystell1. would present co the Vlt'wer Jil objeCi th,lt " ,Ift(' r [he proc~s of per
ct'ption Il.lttelled i( OLl I Oil tin' retma . would ~ [ ill be legible as a pnfcnly b:ll
'lIln.:d. formal whole. 

Ilild~br,ltld\ elllpha\ j, t"'n optic:1liry in Tlu' Prvhlcm ,!{ FC1ml led him to arguc 
Jg:llnSI the ph)'~lCal and. to :l I~sse r t'x tent. tt'JtJpor,d 3Sp1'Ct~ of the ~(Jd ptur:11 

t"IlCOllntl.:" T. If Ulll' wt:re 10 fo llO\v '111(' Pmh/I'IU '!( FtJrlll '~ presc ripti ons. tht' vit'wlT 
would be conhm'd to a ~ illgl e. sLJric pomt, ullable to mow aW,IY from til(' Olll' 
tdt"ai viewing pO\ltiun frolll whi ch pure forlll bc('a llt l' recogmzablc. De~pite thL' 



Encountering the Male Nude at the Origins of Modern Sculpture 

Fig. 6: Adolf VOIl Hildebrand. S/l1udiug M(w. 1881-84. marble. height 175 CIII. 
Stoladiche MIIsecn lU Bcrlin. PrcIIBiseher Ku lnorbcsitz. Nationalgalcrie. 

J0 7 



Oavid 1. Gets)' 

r.lCt th.lf H ildebrand d c .... ply bchcved III \cul prure:ls the most profound ofJrti~[ic 
ll11'dla. lll ~ t('xt dft'c riwly censurt"d rhe manifold phy~ i ;:al alld tell1porall'lcl11ent~ 
of the Ku lptural ellcO llmcr in prd('n~nn' for pure npticality. That is, both tht' 
~nrlp1tlral body and the v iewe r\ bodily engagclllt'nt wen: .. ~lIrprt'ssed in Hilde 
brand's systelll.Tht· pa radox of his ,imuhaIlCO\l~ l-Ollllll itlllent to ~clllptllr{" and to 
:Ht'lllporal pun." \, 1 ~ \I :ll form fUc" lled many of the theorttical nuchinatiom o r hi~ 
ITealise. The ht'ritage of llIodt'rlm[ opuca lity in ~c\llpturc w hich It e~t.1bhshed. 

l'u llllinaring in C lellll:n t Grcc llherg'~ di.~CU!iSIOns of l) :lVid S mith. ' ~ woulJ cun
tinue to ~lruggle with the polarities be(\\'et'!l the forma l and the phYSical ~e[ up 
by tht'ori~ts such .b H ild(·bran d. 

Any thorough understanding uf' l-l iklt·br,lllll\ theOries offormal islll lllll'a t.lke 
Into accoullt StalllJi"x AII1/1, his earlkr JttClllpt:lt :l ~el f-reflexive and presnlptiw 
q';lt('ll1elll of ~eulpture theory. I nste:td of oppo~illg physicali ty and tt"lll p0r.l !try II) 
fOfm :lIld opticality, v,,'ilh Sl(/llll;,~~ !Him Hd dl.!hr;lI1d sought to dramatiz e sl.: ulp
ture\ role III (';Iprunng purt' form through a cuntrolk'd lise of tht' telllpora l 11,1 -
tuft' of the sculptur.d elKounter. Ar~u;l.b l yo It wa~ th e tir~t life-~ize Iluk nude 
\\' lthout annbure~ :lltogether. Stll/Illill.\! J 1,/11 is Just that - a m;lie l1 ude :.t:lIld illg 
bdore us, the v itO\\'I:"(s. Tht' e:..ln·lll lfY or th l" d CC I5ioll to bring external con tcxt 
to a IllinilllUtll derived :lgam fmm hl\ devotion to pure form. We. CII I look to 

,lrmt~ .md theorists such as Hikh.'bra lld .lIld hi~ companions Han~ \'on Mlrcl'~ 

.1Ilt! Kumad Fit"dler for onl:: Orl~lIl of tht, forl1la li ~ t repudiation of content !lUI 
\.\'oulC\ becollle a strong current wi th in 1Il0deruist an . Fi edlt-r perh,lp~ ~.1Il1 it 
1110,1 ",u t"ci llctly when Ill' Hated th.u 'lntere~t III an begins only at the II1Oll1en t 
\\'Iwn inter!.:st m lilenry content vani~he~: " Thollgh 011 rhl' surt:lC(, H i ldd)f;'lI1d '~ 

')'''' I(lill,l! AlIIII secllls tu be COlltll1110Ll\ with the IH .. ocla~~IGll tradition, the denial 
of wh.1I Fi(Odkr cilled 'ltter:lry con tent' or ex ternal nar r.ttiw W.b .1 forlll:ltlw 
.HrCmpr to deal with forlllal <Llld sc ulptu r;ll \i;.1tH~~ In i~OlatIOI1. 

From what j .. convenrionaJl y considered th t, frollt .1I1J;lt· - th;l.t is. ptapt"rld .. ou
lu to thtO (cnml p lanl" of the body :lnd to tht' n:cr;mgubr base - SlIIIHlill,ll :\ f,m 
~t nkt-~ lI ~ .IS rar from ideal ;mel lurdly formally pure (Fig. 6). U n like i t~ J)urypho~ 

r:lII .ln cestor. SWJI(/iIl.1! .\1/111 :.ee lll ~ lllll'olllfortable III hj~ body; he I ~ unheroic. 
uncortl posl::d, and IIl1rypl(':aJ. The delle.He balance of repm.t' ,lIld Illotion o ( c i.Jssi 
ca l contrapposro here glVt"s \\:1)' to .1 'iIKK .1I1d slouched body w ith fee t flatly 
planted Oil tilt' groll nd and hand feebly resting on dispruportlOlldt t' hips. 

Lon KlIl g at the statue frolll o ther ,Hlgll::~ St't' IllS to make th(' problem wor~e 
(Fig. 7). The nllde illcrcaslIIgly a pl'ea r~ nm Just to haw evanl:ltt:J ,.11 tOxte rllal 
n;tr r;lti\,l'; hut .111 ide:llity as wdl. As with R odin and Leighron, the Illltlgauon of 
extt°rllal narr.llive .uld fh l." .1band()rHllem of conventional symboli(' :.(",.fliJldill !-; 
for 1111." male nude brought [h t O viewer f<'lce to f:lce \ ... ·1111 tilt· hody It.~cl f. More
than th t' rqmtnl bodily n',lltslll of R odin or tht' rnu ~cubri ty of Leightoll and 
dt"$pllt" tlw retention of ,1 neodlsslcally-derivt"d trea tlllt'1II u f tIlt' \urfaceo I-h ld~'-
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Encountering the Male Nude at the Origins of Modern Sculpture 

Fig. TAdolfvon Hildebrand. SIIIIJlliug MIIII 

(as in Fig. 6). 
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Fig. 8:AdolfV()n Hildebrand , Sralldillg Mmr (as in Fig. 6). 
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br.U1d'~ ~t;Hu e Set'IllS Ilk~' ,1 parnclliar or II1JlVidual body, Furtht.:rmofe, unlike the 
Oll-gomg J. ttentio n tn the s(Ul ptur.1l !ikin ill the /I,~c I,f Brol/<:e or th e porCrltl:llly 
endlt>S!i pro~'e)s of relaung ,md ellg~lging with th e All!fl'll' J IIrt'S lllll,~ II'Ilh II PYI/H1I1, 
walkmg ;tround Hildl' br:md \ statue has a definite bt"ginn in g ,lIId end, Our dis
pleasure wi th thl'> I'lJkeJ body ,md ~ean-h tOf ItS lllC'all1ng I~ meant [0 last only 
long t' li ough tor U~ to ~rop III our tracks \vhen Wt' reach the ideal vit-will!; pO~I

li o n (Fig. ~), 
From dll~ ,lllgit', rou!,'!;hly to rry-fi ve degrees ro the right. all of rhe weighty 

hodilil1Cs~ of SliI lldillg .\hlll di~ 'ulvn in to;1 weil- bal.lIlCt'd . undulating torm.The 
dlt"1 - 10okil1~ sO Ill1dl.:\·doped III die miter \1\ews - now appears b road ;mel 
~tron g, The limply resting kft h~lld is now firmly plallt ed 0 11 tilt' 11IP, and c:lc h 
body Pdrt fall~ III its pbee;)~ part 0(;1 perfect pictur(', Thi.~ ,lIl gle is staged for the 
\' II.:Wl' r a~ ,I moment of fornul tramcendelH:t:, litt'rall y dt'lIIollStratlllg to th e 
vit'wt.: r tht' gOdl ofthl' ,1ft lSI - tr:Hl~torllllng ,hI.: raw ll1 att.:r l.l1 of nature (tba.t is, ,1 
Illefe body) 1Il1i) the perfect.ly chme ll vislIJI 1Il1,lgt", Phy~ica1ity , IIH.i bodiliTl (:~s 

~i \'t" WJ)' (0 purl' optiCdlit y ,1$ we 'In' tilt' 1ll,lk lili th, no longer,)~ corporeal but:ls 
)olely fOrlnal. Just ;1" \\'l' could dunk of Leighton 's l' nJIt"!iS du rJtion . phy~ i c<l liry, 

,md ClrCU I1l:unbulation d~ anJ logou:<. 10 tilt:' M I1lIlI1ah~r art th(,ory of an arri~r "ll eh 
a~ R,ube rt MOfTlS, 0111.: could compare rhe dr:lIl1.1 of transcende nce po)~ibJ e III 
H Iidebr;lnd \ SllIIH/illg :\/,111 to tht, ,lIIlitil eSI\ o( Minilllali~m - A nrhony C,II"O wi th 
hb )c~llptlire s' sllllilar constrained , 1IIl Idln:cn OIl:l1 tell lporaJity. 

Hiidehr:llld's SIIIIIdill,\! Alall capitalizl'd 011 tht' traditi o n oftbe 1lI,11t' nude tor-
1Il.1t but att empted to C(ln~mut(· It : I ~ pllrely a vchlcle tor the arrangl'llIt'nt 01 
forl1l~ , By stripping away cOllvl,ntions ;IIIJ ex tern ,11 )u pportinp; nMr;HI\'",". 
l-lildl'br,lJld Idi the viewer \,,'itb nwrd y ;I bod y."1 hl' tl'lI1poral \v;I~ invokt'd as J 

IIlt'JIIS uf qagln~ f{'fIl1.l1 rrall ., formanon, ~u pprl's~i ng phy .. icality, .md Cft'.Hmg ,Hl 
optical dyn,unic. Tht.: Jrdil1,1 l)n: il t'<ilr.ltt'd by -"'rrllldi".1! ,'\ 1£1/1 occur, when \\'e fe-ll
IZt' that rill' ml'n:: hody L m he ('ran~forml'd by the arti!>t into (onu,ll h:u'lIlUny, 
Despite th iS goal uf Hildebr:Uld'~, ho\\'ewr, tlw b{)ciy dol', not <i lmply f.lde 3wlY 
IU~III~ ,lit i[~ ge nder. d(l<;<;, :I11J r:lnal content, It rt'lllaim there ill frotl! ot" tht' 
vu!wt'r with ,Ill its physicJI prC~l' Ill't', Furtizt'rIllQtt', theft' is 110 gU.\r;)ntCC that the 
Vll'\\-er will rt'main [rallsfi x~'d hy the Ide.ll torm.,md sht' or ht' JlI,IY ill)tedd pn:fer 
the ~lack, unheroic version of the body. In the fo llowing year", Hlldebr,lIld 
WOliid devote ~l great ..1 t.:;11 of l~nl'rgy III hl~ trl',ltIse 111f' Prt.b/cm (~r Form - dt t illle~ 

ncarin g par;ldoxe~ and co ntrad ictiun~ - ;Htelllptill~ to deal \\'lIh rill' pn)bl c lll ~ of 
thc pl'nistl'llt pbysiClliry or dH' sculptural body and the \'le\'''-l' f'S felatiOn 10 It. 

Hikkbr:lIlJ Jifkrl,d fr(1111 hi<i Frl'l1("h ;'Ill.! Brlt1<: h ('ounte rp3rts III shyi ng .Iway 
from rhc body Jnd It~ phY~lC:lhry, but;ill rlm·1;." Jre :Jlike in tlwir n;:(ogllItiol1 that 
temporality and physicality ,Ire illlC'Wa1 C'OIllPOll(~lllS ofchl' ~clI lprllrJI ellCo lintt'f 
(w hether tl1l'Y he cmbraced Of ~lIppre~sed), Affer stripping ,IWJy l',l(tc rIl:.1 <;11 1'-
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porting Il :uranvc,\ and IOCU'il1lg on th l' body ItSelf. all three n: -dcfincct sculptun' 
theury w ith the understanding that physical Jnd bodjJy relations in span: and 
WIlt' struc£urt' ;lIld d l:' tt'f1l1illt: tIlt" nmge of rt'spOllSe" to the ol1Ject. from tht' 
aesthetic to tht' f.lntJSlllatic. With R od.i n. the elllphasis WJS on sc ulpture a.~ .1 

lllatl: ri;l[ object lIlcitill~ an oll -~oillg: varie ty of illt imJ.te. SellSuOU S. and t:Kti le 
perceptual re~ponses in Ihe vlt'wer. Lelghron rhem.1t1zed the viewer's JCru;"!1 
IIIOWll1elll. In dui ll~ so. he created :l snilprure th:1I could not be adeljU;nely 

reduced to ;1 ~mgl e \,I.~ual picture hut had 10 he expe ri enced and connnually n: 
t'Xpt'fll'nCt'd rd.lti ull,llly ,\'. a ~pati'll ,111.1 tt'lIlporal bodily l'llCountt''f. H ildebrand's 
:11111 of cvanl:Hing COlHt' llt altogethe r \vh lle n:c:lining figu ratio n led to hl~ .1(

tl' mph to ~trm:tu n' the \,il'\Wr'!> mOVl'rnl'nt~ so tb :n ideality co uld be reinstall ed 
~o ldy as :I funCTIon of plI re lonna] orgal l1 zation . hopIng the body Itsdf wo uld 
tht'll (;.dt' mto tht' b ac kground . 

R odlll, Ll'lghlOn, and l-l ildcbr.lIld frarn r d qLLcstinn~ tor ~LLb~eqtlt'nt dt'w lop-
11I t' li ts th roll gh th e new pr-inucy g ivt' n to physic.lliry :t.nd temporali ty. From their 
\lIvol:l1 dcploYlllt'lltS oftllt' lilait' illici t" III [he 1.He [>l70~ Jlld l'arly ISS(H onw:mb, 
the q ueSl'ion of the v l t'W('r's physic,ll :lI1d lem por::ll re\:ltI o n to the K ulprural oh
Jl'l·t \\-'ollid !-;row ill import.lIlce to becollle 0111:' oft be l't' ntnl i s~ue~ aO"i.'c ting tht' 
cou r~e of twe nl'l c th-ct.!J1t"ury ~c ulpture ,Ind lt~ l1l e c::l.Il1o r phO~t·~. 'I' Th e~e three 
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