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INTRODUCTION

John Davies is a hermit by Many standards and one who has
worked outside the tide of ArtsSculpture as it has Progressed in
England.

Unlike many of his contemporanies he lives ans works away from
the hub of the London Art world; quietly he exhibits as an individual
only every second or third year, uéually an indicator to change
in his imagery and means of; it alsp explains the considerable
amount of work that appears readily in front of our eyes,

Probably he is quite aware of the influence which time and
Place have in all the works he makes,The former denotes the Process
of change and thought, the latter,in conjunction, attains the
mentality of insight which is mirrored in all his work, from the
drawings,now more developed and hence important, to the sculptures
more diverse; heads minature/ larger than life, Even hig figures
are less than life size (all of this work is modelled, which is
a complete departure from past experience, but one which could
even determine the scale used).

0dd that a man should spend so much effort and time with the
human image, perhaps not mow since we are back in vogue again,
but for almost sixteen years or more, he has meticulously pursued
vhat we are apt to call the "human condition". Again and again, the
mystery of a person - persons unobtainable in our present form-
constantly seeking what we can not grasp. Davies pushes and pulls
this illusive element, dealing with the facts of we, as we are,
in the moments of our lives, even in the simple, so much so that
we overlook it,

Lately some of his work almost enters the arena of the literal,
transformed into the ¥isual, but affecting your sense such that
you instinctively know and yet confuse in explaination,

In his present format a reduction has taken place on the one

a ; as
hand and an erlangement on the other. The figures and heads are
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small as 8" and I/2" respectively and some of the drawings larger
than 1ife 477 and 59%: the figures were,he admits,studies for

his more established work. But they seem to have proceed during
time to attain something of their owvm quality, which, as it happens,
was one of his concerns in '82, that he might be able to create

a whole environment or environments by putting together numerous

or single miniture figures.

In the past the drawing seemed an addition to the sculpture,
although now the standing is more ambiguous, the sculpture could
almost be an addition to the drawing. Yet it had to be stated that

drawing and 3 D. seemed always to go hand in hand, one coping with
the inefficienties of the other. Unconsciously he adapted ideas

to the flexibility of the nature of the medium- drawing, more
imaginative, space not restricted, vastness on a page and 3 D. a
reality which observes a relationship to space.

In the present context his work almost intorates a definite

statement which is again a departure from previous means, when

it seemed that your instinctive observance could see and identify,
but could not reduce the visual image to a stndard interpretation.

coupled with this is the view that not only are particular rela-
tionships seen in space as "object", but the object is also ntreatedy
which tends to compound the image and also continues to question
the relationship of the nature of 3 D. and its elements and that

of drawing and its elements, gsince the 3 D. heads are figures are
also painted, engraved and marked, to a greter or lesser extent.

On the ITIth of May 1984, Davies had his 6th major exhibition;
for my purpose I have cited only four, these T consider to be the
eyhibitions which show definite change in work. Of the above stated
exhibition in the Marlborough Gallery in Londonfand much to the
surprise of many, the effect in scale changed the emphasis Of
relationship from a person to a life sige figure (object) to am
object nevertheless striking yet intensively different in th

B

Figures balanced, climbing up and down rope ladders, TOPE€S,

active and anxious, borroxed partly a circus scenario, but oddly

e awareness




ab
aware of another Place, naked, yet another departure, Painted, the
skin almost dirty!

Tensely gazing beyond you mnd me, eyes wilgd with fear, SRE o
ment, a separation existing between the activity ang how they do
TGy seemingly such a S€pParation, since more often my action
is an extension of what I am thinking, what I am seeing. This
separation , isolation, subjugation in the past highlights the
avareness which is stiil instinctive,

A friend commented that their Pensive stance, gave her an
uneasy feeling, a totally unassuring image, but Oone which made

her reflect between the differenceg Of what she is and knowg

against unconscious and conscious Perception of the images.

Davies himself, in the introduction to the catalogue, givesg
a simple indication to the work "I have tried to write en intro—
duction for the catalogue, but concluded that it is not
important what T Sayn (1),

My approach to hisg work has been firstly to draw a Parallel
of historical background within the context of British AT dit
mainly traces the dominant ideas and influences up to the present

day. T have not attempt to make ga comparaison between Davies

time, Particularly from '68 onward,

Graham Beal explains that pavies did not share anything with
the "aAbstract Modes" in 175 nppe difference stemmed directly
from his zimgw (2). pDavies, he sa&ys, summed it up as trying
"to make things that are like people, rather than like sculptures®
@V Beall <totos thar he felt dsolated as g3 sculptor at the time
and "He was not aware of the work being done in the States by
Photo-realist sculptors like Hanson and De Andrea" although he
knew the work of Keinholz, he did not GENEnEIlIl dlallaa alie s @0 o s
crude and grosg" (4). Even now his relationship to the rest of
British sculptors remains a distant one,

The secon chapter takes the four major exhibitions . The




two in the whitechapel ('72-75) and th: two at the Marlborough
('€0-84) . The purpose being to look at the artist's intention,
techniques and meang of working.

The final chapter consists of nineteen questions which I sent
to Davies concerning his work; although he declined to answer them
I have used them by trying to provide my own answers infelatiOn
to my own judgement, using of the information at my diéposal, althoudh
as critical information on Davies is quite scarce, some of my
conclusions may seem somewhat circumstencial.

Nontheless, as Davies has stated in the letter returned with
the questions, "I am reluctant to expldn my work...I am the sort

the artist who finds that hard... Ithink you must speculate from

there" (5).
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(T)
(2)
(3)
(4)
(5)

FOOTNOTES ' INTRODUCTION

John Davies, "Recent sculpture and deawing", p.I

Graham Beal, "Tohn Davies! sculpture and drawing", p.T

Ibid
Ibid

John Davies,

"A letter",

Disll
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I. BACKGROUND

Britiéh art can be seen a8 a combination of influences,prior
to the war many of the ideas eminated from Europe, but
nost-war Englang tended Qrimerely to have local concerng:
which later turned to American ideas and which have nowy
returned to Buronean/local base.

At the end of the 50's in England Jounger sculntures Split
in their attitude toward working, for they felt that the
ideas then in use, mainly within EXﬁressionistic figurative
sculnture had become a. '"eliqued mannerism' , (1)

ﬁhey considered it g reflection of the tension ang anxiety
of the nost-war Jears and therefore felt that returning to g
form of abstraction would create a more accurate language,
But these concerns inturn formulated to different attitudes .
One saw it ag a non-referential . language, ang therefore
a goal in itself, the second thought that abstraction itself
wes not the goal » but rather the Mmeans of finding & new
form of subject matter, one more suited to the contemporary
ethos. Yet both grouns felt that contact with meinstream

sculntural traditions wasg more important than continued
local ones. In particular the legacy of loore.

The first groun turned to early 20%hH century sculnture
and the pioneers of the modern traditiOH;the second to g more
anonymous and ancient tradition which emerged from Primitive
and Archaic sculoture: the work of Brancusi and Picasso
provided the suggestions for new direction.

Senarate from these 2 grouns a third formed from the
belief that traditional distinctions between genres like
Painting and sculnture where no longer feasible and hence
the attitude to materials processes and forms became more

opPen. This was the basgis of working in the Weimar Bauhaug,




conSequently it was Part of a larger growth outside Britain,

Post war American Art had been infected by Exjressionigtic
abstraction; it was, according to Harolq Rosenberg, "the
URANCRI Dt on of an artist's inner emotions by the Mmeans of
a pictorial or Sculntural act". (2) Rosenberg was €quating the
work itself with the physical body of the artist who made it,
and the work consisted of o material surface and gn interior
which onens illusionisticly behind that Ssurface, Hig enalogy
between the Psychological interior of the artigt and the
illusionistic interior of the work makes imnossible to see
the pictorial/sculntural object as g metaphor for human
emotion.
This was the rhetoric of the American artists of the 1950'g
and hence from this Peércention it was rejected by Jasner
Johns whoge work in the mids50'g constituted g radical critic
of ebstract Expressionism and he therefore Arovided the
immedigte source materisl for minimali sm.

According to R. E.Krauss hisg rejection was nerformed

through works such sg 'Bronze ale cans',I1960. Cast in bronge

and painted surface —redlicating the appearance of the original s-

and in 'Target with 4 faces' 1955, (3)
Johnsg!' drawing simply renlicates the internal divisions
of a commercially oroduced objeect, his exploitation of the
design of g ! readymade flat target' denrives the rainting
of the specific kind of suggestive illusionistic space.
Johns’reading of the readymade reinforced his opposition
to the whole idea of art ag bure expression, his understanding
led not toward, but away from the exnression of "gselt. He saw
the readymade ag bointing to the fact that there need be
NO connection between g final art object and the psychological
metrix from which it issued.
Since in the case of the readymade this Possibility is
Precluded from the start, so that the readymade has another

use compl€tely ., e:g.The Fountain,Duchamp, it was only selected
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by him.
Judd and the minimal artists made work that Tefuted the
uniqueness Privacy and inaccessability of €Xberience,
The art which emerged in the States ip the early 60's stakeq
everything on the accuracy of a model of Meaning severed
from the legitimizing el'eims of a brivate self,
Minimal sculontors began with g procedure tor declaring the
externality of meaning. They reacted against g Scul ntural
illusionism which converts one materig] into the significance
for another: stone +o flesh’ "0
Moore in the British context was g preponent of thig
1llusionism . "Whether it wasg concious or not ig debatgble
for in 1936 g Surrealist groud was formed in Lundonlthe same
year as the international Surrealist exhibition at the Burlington
gallery. In England many of the artists and writers wanted
to assume g revolutionary stance without submitting to
the arig dogmas of the socialist realiam, Moor: wags one of them, (5)
He had given Symbolic importance to central interior shace
from which he fel TSt hot energy of living matter was derived;
1t became go important because as 20th century sculnture discered
realigtic Tébresentation ag g Source of major ambition and
turned to far more generalised gnd abstracted plays of form,
the possibility arose as it had not for naturalistic sculnture,
that the sculntural object might be seen asg nothing but inert
material, if lMoore had made conspicuous use of eroded stone or
the rough hewn wooden block it was not to serve this material
untrasformed, Instead he wisghed to create the illusion that
at the center of this inert matter there was a source of
energy that shaned it and gave it i fe. In using sculpture
to create this metsohor lloore and Co. were establishing
the abstrgct mesning of their work, they claimed that the process
of Creating form ig for sculpture a visual meditation on

the logic or organic growth itgelf.
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Under this'logic of organic growth', the influence of
Moore especially was away from any decisive figuration, and
towards an art of shape-making of Suggestive forms. He hag
invested the expressive forms of Picasso and De Chirico~the
anguished bestial heads and the disquieting lusesg- with
values that were the opnosite of disquieting, a kind o
orimitive humanism :forms that had once conveyed standard
absurdity were now asked instead to stand for the fusion of man

and the natural —order, a permanence. (6)

This 'permanence' was what the younger generation of
British sculntures wanted to overcome » yet it deems asg
alreedy identified in 3 senarate grouns to have evolved by
both rejection and absorbtion of Moore's 'vermenence’,

Some turned to g mornhology of simple monolithiec shaoe,
tendency to abstraction in form and not content,totemic images
and egg-head-shanes, since such archaic or primitive forms
were felt to carry archtynal references and therefore
e&ssociation and not spvecific illusions. Thus potent if vague
metanhor renlaced the '"hybrid monster!,.

The use and means of materials was decernably new, but
remainig was this belief in the universal archtypalfor conveying
basic truths of an imotive intuitive order.

From another perspective certain artists were more disillusioned
and therefore regeneration of content was sunerceded by a
need of a more indenth re-examination of the nremizes of sculnture

T teelf)

Antony Caro seems to be chosen by many as the catalyst
for these concerns, many giving embhasis to his influence in
St.Martins.
Sut it would seem that Caro arrived at such a point of dominance

by a combinstion of circumstence and nrobable decision.

I03E




He had g
Selin the mid

of the figure

bprenticed himself to

to late 50!

Moore as an assistant,

he had worked within lloore's tradition

and bronze casting. He had moved toward

'59 he had rejected the hy

archtypal imagery, but by

abstractly, involving improvis

figure in favour of working

and sn»ontaneity, -his eerliv

acleim- (7) ¢

k had enjoyed enormous interna
the »itted bronze saurian hedd and grodesgue

oman waking un' I955.

violenly wrenched limbs of 'W

In I959 Caro visited the States where he met Cle

Nolen's hard edge vainting is

Greenburg and Kenneth Nolens

» but more importantly

supnosed to have influenced him

was he who really

he met Smith in the autumn of '59 and it

he basis for new direction (it would seem

provided him with £

motivation behind omith's

that he may have understood the

more freely, to exvlore,

work). He began to work,he believed

>ieces and began using steel, welding

he destroyed the blaster

and bolting found forms,(eg.“24hour83.

work of Smith was derived from Cubist

He considered that the

brecidents, hence the basis of his direction.

Smith was in fact working from g percention which w

realist and Constructivist

ancored firmly in the traditions of Sur

sculoture, although he rejected the principles of geometric,

also thematically

organistic constructivist sculnture,

puts distance

"for by using the theme of Totemism Smith

between himself and the kind of technological content that

characterised orthodox consrtuctivism". (8)

with Totemic imagery.

Caro declaimed to work

The 'Pormal Abstraction' which develoved within the

work and followers had moved by '67 to

concerns of Caro's

pictorialism)

more 2 dimensional Plain and had entered 2

almost a decorative quality; according to Krauss "The problem

was that decorative pictorialism was a risk that was run by

the younger generation of English artists, who followed Caro
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such as Scott, Tucker and King who all increasingly shifteq
from a concern with large inert sculptural volume to this
pictorial mode'".(9)
Scott had argued that abstractAmerican Painting opened up
for most artists an enormous extention to art,

The risk was obvious for in Kynaston McShine's “Primary
structure's" exhibition at the Jewish Museum in New York
in I966 (I0) Caro, Tucker,Kihg and other St.Martin's sculptures
met decisive ovposition. Decorative elegance influenced by
Hard edge abstract painting in which modernity was interpreted
as novelty of form or colour »roved no match for the leaner
approach of Andre, ILe Witt, Morris and Judd, in whose work
craftsmanship and composition nlayed little part and neither
modernist reductivism nor constructivist theory had served
as precedent.
An interesting note here 1s that Judd says that Philip King's
early work nossessed the quelity of a wholistic unitary
volume which despenses with an internal armature forming all
attention on the elaboration of its surface.
Accordin  to Judd the kind of sculpture made by Chamberlind
and King created the Aestetic Territories that became to
be known a&s minimal art; he saw within their work the possibility
of an entire realinement of sculptural practise. More importantly
our notions of what a sculoture means.

But alas King's initial insight would seem to have been
absorbed by the St. lMartins ethos.
By'63 Barry Flenigen and others in St. Martins were reacting
tothe preveding ethos, in a letter to Caro in 'Silence,'!
& student megazine, Flanigan states, "Rejection has been a
motivation for me....am I deluded desorgsiEN T S thege” times

nositive human assertion, directed in the channels that lead
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up to the clouds, perhans a mushroom cillond® ot vyhat the
only useful thing a sculptor can do,-being a 3 D, thinker
and therefore one hopes a resvonsable thinker- is to assert
himself twice as hard in a negative Wa Vs . % might claim
to be a sculptor and do everything else but sculpture this
is my dilemma". (II)

In '66 John Latham reduced Greenburg's'art and culture'
to a test-tube of goo @nd was fired fron St. Martins,

And in the same year s retrospective of almost all the
works of Duchamn was held in London, then in '67 in Americs
Fried published 'art and objecthood'. Inside the formalist
camp Fried distinguished between"literalism"... Judd, and
thodernigm®. ...Caro, favouring the latter.

Fried's understanding exposed the heart of Flanagans's
issue; to behave as Lathem did and call it art was impossible
in the existing terms, hence Duchamp became the necessary
catalyst for new terms, -particularly the readymade, therefore
British work was now only beginning to retrace the steps of
Judd and Co.- yet stateside Carl Andre had already moved
even further along with the concerns of minimalism.

Andre ~-3did "my first problem has been to find a set of
particles, units and then combine them according to the
laws which are particular to each particle". Rather than

by a law which is anplied to the whole set eg. glueing,
wWellding, e oy itam eu(12)

Andre considered that the pronerties inherent to a specific
material could be used to comnose the work as though what
was being taped was major, as a readymade instead of some
aspect of culture. This work ,which came to be known as
process art", of which Eva Hess was a major preponent,was
interested in the principle of transformation as the observable

rather than the work, the kinds of transformations that were
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emnloyed in making, those that cultures used to incornorate
the raw materials of nature,such as smelting in order to
refine or stacking in order to build. -the point of his
rBrickis ittt et Tates
It may also be noted here, how it is only a short step
from this to Performance and Environmental Art.Lf we ask
who makes these decisions, generates the processes , we see
how the artist himself became the subject of sculpture and
his own actual environment the sculptural "space". He with
his capacity to generate art was now the sculptural "object™. (I3)
In Britain by '67 the work of Mc Lean, as in the photogranhs
of Wertical ice sculpture" and ILong's records of travel
had challanged the precents of Caro and Co., their percention
should temporary :arrangements of site materials and e denial
of constancy in time and space.(I4)
The most common British renlacement for object making
was the marriage of languasge and nhotograohy, particularly
in books, the work of Gilbert and George 'Side by side'(book)
TSNS amiish Ful von tHeild ow 1 dine™ T97 L.
Critics uncertain of terms of reference for this work
isolated its most obvious elements, phraseology such as
'deobjectification' or 'dematerialisation'. The term
'Concentual art' was unveiled before an English audience
in "Art-language' in I969. ,in an article by Sol le Witt,
it stressed that art’s concern was a change in conciousness.
Hilary Chamman states that the concerns of young British
sculptors in the 70's was marked by an awareness, hoit oL
sculpture slone, not of the nroduct or the object, but of
the gsculostor's varied connectiveness with his art -the momentum

agaein gained from Ducham» .(I5)
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IN '68 Keith Arnett noted the naradox Flanagan-had
degeribed to Caro : sculpture defined the terms they both
inherited , they were unworksble unless definitions of all
kinds could be shelved or altered or confused.

As well as a St. Martinsg! polarisation, there we.s one
which eminated from the Royal College, Fenells Crichton
characterised it as 'Symbols -Presences and Poetry', -and
& resurgence of the Romantic tradition. Baudelaire's nonhdefinition,

"Romanticism is Jrecisely situated, neither in choice
of subject matter, nor in exect truth, but in a way of Teelnmo(iich
She states,these sculntors use forms which above all have a
degree of nersonal meaning, hence always an important dimension
which is private. Nevertheless the »preosonents under this
flag were such individuals as Carl Plackman, Martin Neylor
and Kenneth Draner.
Under the heading 'Paul Neagu', H. Chapman states"....sculpture
now is marked by a new subjectivity, sculntore seek 1o
identify with the subject of the sculpture, it may be a shape,
an image, a fragment even a line." (I7)
Counled with these elements are those of the forms and materials
which develoned from the welded steel and plastic of the '60's
to the more frequent use of materials more closely related o
everyday exprience. Hence the work in the '70's tended to have
numerous formats from minimal and conceptual basis to interchanges
of surreslist and assemblage derivitives.

The concerns in the Royal College centred on work which
was often theatrical and devices employed blantant.
But by the mid '70's meny had moved away from visual histrionics:
into areas more subtle and emotionally ambigious. Much of the
work suggested humsn activity as in'Generator!, 1975; Paul Neagu,
Carl Plackman 'Raft of the-meduSé’ ALY T5) or-ds fexireme ag

M. Poybter who used life-like tableaux with sarcastic overtones,




(I8)' Doris on the beach' I973. Plackman used objects drawn from

ordinary life extensivly, but embuing them with new symbolic
function, much of the work was intended to commnunicate on

a more intimate , conversational level and rely on the
active involvement of the viewer.

For Neagu his work functioned as a bridge between intuition
and reason.

The present work resides in an area between 'discourse
and presence'. According to Michael Newman the sculpture
takes "its place as both a literal object or event in the
world, where it is unavoidably p»resent and functions as a
representation within a discourse of object and images
which has reached a crisis and turning noint in the late
capitalist consumer society ". (I9)

Jhile the elements of discourse and »resence have been
important to modern work in general, the svecific context
has changed.

Newman feels that the awareness of mediation can no longer
be contained by the self reflemive questioning of the formal
support of the art-work.

Hence the re-emergence of the object in 'Recent British
sculvture' and therefore a new understanding of concept,
orocess and context. This began a returned to object-making
toward the end of the '70's. In ™ British sculpture now"(20)
Kunz points out two particular features in relation to
the work of these artists, they all showed plastic objects
and no installations as extentions of the sculpture.

Some manipulate existing industrial products, as Woodrow
and Vilmouth, others tend more to build and form objects/

gculoptures, "which disnlay association with organic,

biomorshic shanes and act as a kind of vocabulary - abstract,

I7-
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non-illustrative , non-figurative, but abounding in covert
illusions to biomorvhic or antronomorphic body shapesg".
Techniques include stone working, wood laminating, plaster
modelling, etc.

There are 2 basic constants also underlining the work,

a link exists 1in similarity of origin of materials between
Cragg and Woodrow, although the anvroach is different and s
sensual/biomorohic constant occurs in the work of Kapoor,

Cox, and Deacon.

Inregerd to Cragg and Woodrow, the use of "refuse " material
recalls the'Nouveaux Réalistes' in the '60's and all the
variations of the '70's ; Deacon's plant shanes recall the
formal world of the '50's, Cox's abstract shape with vegetable
form and content the stone-work still widesvread in the '50's
and lastly Kanoor's references to Indian culture popular in
the '70's among western devotees of the Orient,although
deener observation reveals the diversity of intervretation of
the individual artists. "Cragg and Woodrow challenge the
nabural Smateriel s dn mich Y70 s art.(.....) In recycling uged
commodities and stereotynical images, their sculnture is able
to reflect on the process of »roduction and consuntion...."(2I)
in present society.

They interrogate the materials, stereotynes and mechanisms
of our consumer society, which in certain terms is a return to
the source materisl of '60's'Pon Art',yet from a completely
different anprogch -~ since'Pop' in its transformation of
rubbish into art, ultimately served to celebrate the values of
consumer culture.(22)

Issues raised in Cregg's work extend from social fragmentation,
- the fragments are nlastic dicards and the configurations

become explicit imeges as in 'Britain seen from the North'I98I.
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- to the relationships between art and not-art, sculoture

and painting, gallery and street,the mediated and the directly
experienced. =%:Red chair, green vese."I982., packing cases,

chair and vase covered in hand-drawn scribbles and arranged
into"compositions". 'The assertive identity of the comhonents

even though receding behind the unifying "drawing" questions

the bagis of the "Aesthetic" presence which the sculptures
themselves strongly evoke. -the image is continually disturbed (23)

by the assertiveness of the material.

A B

In. the case of Woodrow whose work in '79 was concerned with
fossil type identity of refuse machines -the object identity
was artefact. ~He then moved to "de-invent" the object,

taking it apart and using the nerts to build a shadow-object,

{

a functionless 3dimensional of the original.
Woodrow realised thet in our consumer society the o»roduct image
hes become more imnortant than the object itself.

In present work, 3D. images are cut out from discarded

il washing-mashines and car doors, but remain attached by an

g a
| 'umbilical cord', recognising that both object-and image
- !
=" function as langusge within the discourse of consumdtion.
Also contained in his work his social criticism present, but
i not elways explicit. His method has remained constant although
subject matter hes moved from nature, the primitive and violence
to mass-media, religion and power. Lately the surreal and bizarre
‘ havessurfaced in Locus Solus &a lamp converted into an eye (24)
with a large fly on the blue painted iris and the rim cut to
form a necklace unon which hangs a diamond teardrop.

The work of Deacon exnlores the area between discourse
and nresence, it involves a continuation with British sculpture
of the late '60's and early '70's and also goes back to symbolist
art and noetry eg. Rilke's sonnets to Orpheus, have been a

main subject in Deacon's sculpture since '78-79. (25)
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A materialist aesthetic is asserted by the nlainess of the
materials, §8.wood, steel, 1eather,linoleum,all having domestic
and kitsch connotations and by the means of fabrication, simnle
and evident, usually riveting, glueing, sewing.

The effect of the work is not located in some mysterious
essence inherent in the sculpture, but rather in the relationshin
between object and viewer, in which the viewer recognizes
his shared exnerience.

Therefore Newman states that the sculpture is g continual
sense of disclosure; the work incoroorates multinle reference
and connotation, esvecially muted sexual illusions -the skin,
enclosed volume, the “literal inside and outside of the work
are vehicles for imsginative introjection or exclusion oftthe
viewer.

Finaelly in Kanoor's sculpture, »resence is dramatised
through an oscillation between object and image, tactile
surface and gestalt.

The sculoture evokes the original object while rendering it
at the same time unataineble, his recent work --mud covered
matrix -coloured with pigment - recently gilded -have moved
from antrooomornhism and covert body imagery to a more

ebstract concern with stillness +movement, rotation+center. (26)

Thus stand the concerns of work which run to the nresent day.
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5, INTENTION, MEANS AND TECHNIQUES

This chapter follows the work of Davies since leaving the Slade
He was interested in what seemed to him to be " two worlds", the
world of art and structure and the other world outSide the studio;
"there was such a disparity between them that I wanted to combine
them. I wanted my sculpture to be more like 1life in the street."(I)

He began his trainig in '63. At Manchester, studied design, then
went to Hull to paint, and lastly in '67 to the Slade to study
sculputure. He taught for a year at Cheltenham Art College and had
a studio in Stroud, Glouchestershire. In I970 he received the
Sainbury award and had moved to Faversham in Kent, where he has
continued to work.

Davies in the actual fabrication of his work is quite ordinary,
almost simple but the way he mediates his materials has proved
to be so #llusive to many who observe him.

nT want to make something very simple that includes everything®
(2) and of his earlier work he says:"I was trying to make a figure,
not a piece of sculputure, but more like a person". (3)

Consequently these have been the basic criterion upon which he
has worked since '69. The way to look at him and his work can only
be done through this aperture, his making is as much apart of the
finished product as are the sources, and the mentality which assess
and produces.

His work at present is a culmination of all that has been made
and rejected in the intervening years.

Most of the work referred to has been shown in one or more Of
the individual exbitions — of which there have been four since 1972
_ 4n 1975, I980 gnd 1984 — the intervening periods are those duvuring
which the work has changed, his ideas evolved and his means become
more precise; of his work in I9€T he says, "I want to make something
more ordinary, I find the ordinary just as extraordinary now, B4 0

Within this consideration his observations seem tO inquire into
the ordinary "rituals" that we perform each day. By taking and using

the "ordinary" he arrives at something identifable yet illusive;

R e L
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work from the beginnig '67-72 stands out as quite "unordinary".

He has indicated that it was engaged in a very imitative, illusio-
nistic reference to the real world. His means in relation to this
work are described by W. Wadley as follows:"Davies'first essay in
fixing the extraordinaryfordinary wes to confront this absolute
readymade reality with invented "devices", or to submit it to the
performance of strange rituals" (5). The readymade reality refers
to his early use of life casts.

Norbert Lynton found reference to a piece of work which Davies did
while still in the Slade. It is i1dentified by the above statement.
The work is dated Nov/Dec. '69; it consisted of several photographs
of life sizes figures in a notebook ,placed in sequence, the scene:
a very wide space in a hall with dividing walls, whose ceiling is
supported by a steel column. There are two chairs and an electric
heater, with a coiled flex, the figures are involved in urgent but
undefined action; Lynton considers that one would be tempted to go
through the sequence and invent a script which would give meaning
to the actions.

a man leans against a columm;

then against a wall hiding his hand;

other men appear to be in consultation;

two disguised come from opposite directions;

each ignores the other;

wvhose faces now look as if they have been eraised;

at the end there is a man leaning against a wall knocking on it;

he throws away his disguise;

in the last photograph he is gone as well, nnbody remains.(6).
Whitechapel follows

In many respects Davies!' first exhibition in the
this scenario, although there is no sequence of events as portrayed
by the photographs, instead all the figures are contained in one room
but action is obvious and separate in each instance.

Here spectators in viewing could actually become a part of the
activity, since the figures are Ffirstly lifesize, but more importantly

inhabit the sam= space as the viewer. The nature of the activity is

determined by the positioning and addition of devices. The "ritual"
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action is ambiguous, yet this serves to highten the spectator's
awareness of "presence of V.

In this collection "Young man" (69-7I) was begun when teaching
at Cheltenham; it was a self portrait, a student made a mould of
Davies' head and body, he himself made a mould of his hands and he
cast it in polyester resin in Faversham, in his studio.

The jacket was worn by him, the rest was clothing bought in jumble
sales, the hair a nylon wig and the hands and face coloured with oil
paint.

All the figures are maede in a similar fashion, only the addition
of devices varies, from the stance of"Young men" to the obscure horn
tied to the head of "Man waiting" (I970), to the complexity of ritual
"Three figures" (I97I) and "For the last time" (I972).

Marina Vaizev says 0f the work:"His men are set iri attidutes of
expentancy, and melancholy, some involved in stranfe rituals, the
figures set round the rim of a circle chalked on the floor...The
faces are whitened, rather than tinted, some wear hats of a quasi-
ceremonial nature; others wear nose masks." (7)

According to Catherine Lampert an additional source of immediacy
of these figures,lies in their "drab, baggy cloths and inward gJazing

expressions, .... stiff bodies terminating in spread fingers. The

preponderance of cloths over skin gave the figures a hollow look."

A second room in the Whitechapel contained another aspect of his
work. Here heads stood fixed to poles of head height, but here also
offered an insight into the other means of Daviec. "Confronted with
one or more of these heads, the spectator was drawn into deciphering
any clues to the individual beneath the mask - to reading the eyes".
(8). He is referring to the devices fixed to the heads, the first
head of "William Jeffrey with Device" (I972) was made from a plaster
bandage mould, using fibreglass to form a shell.

Davies considers the ployester resin an unpleasant material, he
adds fillers and pigment to desguise its synthetic appeareance.

Tnitially he Painted the head to a high degree of realism but Ffound
it unsatisfactory and unconvincing, he realised that something else

was needed. Therefore a device became nervessary -— a means whereby the
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' head could remain intact and the features undestorted.

The"device" could be the thing that was altered to affect the

head, consequently he tried many differents forms until he found
J the head beginning to be less an object and more 2 Person.
; The "device" caused something to occur between it and the head,
producing a human zspeét, which was not there when it wag removed.
A series of heads were made from the initial mould of "Jeffreyn
in '72 ; five were completed. The 13 fe size head was Painted flesh
H colour, over which were fixed two blue cones of chicken wire, one
over the head overlapping one, on the back; five imitations Pearls
wvere suspended from the cone, before the face, three behind; lead
fishing weights were attached to the wire, the head was Pixed to a
‘;iiiiﬁasij' 68 inch:high metal pole. Of the series this was the third and had
the most complex device used.
Another, again using chicken wire which was stretched over a
wire frame, over a horn shape which covered the nose, forehead and

mouth but left the eyec visible. Lastly two pieces of dowelling,

Oone resting horizontally on the bridge of the nose, the other parallel

to this on the tip of the nose; both fixed by wire round the ears,

the eyes look out through the space between the dowelling. (9)
"Dogman",another of the heads in the exhibition, was originally

| modelled in clay, then cast in fibreglass, the white base colour is

in the resin, 0il paints were used on the surface - again it is fixed

=) to 68 inch pole, attached to the nose is a silvery gray form with
a black tip. Tt stretches down on either side of the mouth and across
the upper cheek bones to bekind the ears.

In terms of the heads he has worked duely, both in modelling and
IitCelcasiting, although neither technique is satisfactory. The detailed
life cast could be a successful means of making an image of a person,
yet for Davies it is not. He finds that in modelling that the appea-
rance is too object-like and its qualities material rather than
the quality of people.

As indicated corcerning"W. Jeffrey", he does not destort features
rather he works on the surface of the cast; often he says they seem
too detailed and perfect, having the quality of photographs where

there is an excess of detail compared with the impression one would
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have by just looking. These,he considers, are the most difficult to
wvork, the less specific are often the easiest to adapt.

Davies is often surprised that, although 1life casts may be
precise records of all the physical details of a Person, they com-
municate so little about é person.

The potential for plastic expression has always existed in Davieg?
single heads. The devices escaped their normal associations with
pantomine and instead become inconspicuous, formal elements of the
work, genuinely assimilated to communicate the "Alter Ego". (IO)

"I'm always amazed about faces, all you've got to work with is
two eyes, nose and a mouth, but it's a whole world,.... that's very
concentrated. They're not just objects, they emerge as something
that looks back at you." (IT)

A third area of his work is the drawings, oFf these in this
exhibition M.Vaizey said they "are of figures, alone or in groups
set in empty interiors" (I2). This element of Davies' work is not
to be taken separately from everything else.

Davies' drawings capture the aguirkiness of his personages,
but also,and far more strongly, the terror and isolation of their
world. (I3)

He says that drawing is very important to him: "I :eam describe
the whole place. ... I did some drawings of people looking at the
moon.: ... .some ideas just aren't sculptural. You can't suspend the

moon". (I4)
In later work the drawing has become both a means in itself

and an element in regard to the sculpture.
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By the exhibition of '75, again in the Whitechapel, the work
had become more refined, the formal techniques he was using con-
trasted with the life cast realism of the figures and the devices
were now less obvious.

At this point as well the inclusion of the means of drawing in
the sculptural work had taken place. He says "It Probably comes
from the sort of marks that T make when I'm modelling the bodies,
when I'm marrying them up to the cast heads and limbsg." (1I5)

Much of the work in this period was still in the extreme, but
evolving change could be seen in the work presented Ffrom "014 enemy"
(173=75) —"Lesson" (73-75) to "Figure' with slats" ('74=75). &nd
in the heads from "Shell device" (73-75) - to "Head with line"
(74=75) .

In regard of this work he says "The last things I showed got
incredibly real, but unreal to me. In frustration, I once threw
Paint over them and it blanked out the absoulute realism" (I6).

The paint accounted for the monochromatic bland colouring that
most of the figures were drenched in.

What is curious about this work is that change is very evident,
right across the whole spectrum which makes one wonder, is it that
Davies' work seems like a diary of the changes in his perceptdon
rather than a definitive statement of something that ends at a point:
the work implies continuation, continued living and struggle; a
sense Of hope can almost be taken from the continued evolving of
the work.

The obsessive objective for Davies is the extraordinary sense of

a moment or of felatiOnship, or of an individual beneath the most

ordinary situations. "Things that people do over and over again".(I7)
His recognition of the moment can come from observation, thought;
or the moving around of figures in a drawing. "The sources Of any
one work are very deverse'".(I8).

Some he says are obvious;"Orchard man" ('74) was based on men
he had watched spraving or picking apples.

He describes when he used to go coursing - when they caught

the hare they put it in a bag - "Visually that was very striking,
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I remembered it" (I9).

At the time he was trying to make a figure with a raised fist,
which didn't work out. "It was too frozen...TI picked up a bag and
put it in his hand - it's as bitty as that sometimes.l 5eten forget
how they got started." (20)

What is certain is that for Davies the making is a way of seeing,
of understanding, of shaping his perceptions of that around him. I+
definies his relationship within his 1life, to 1life.

He says "Sometimes when I look at wvhat I do I think of it in terms
of my relationship with the world, I find that quite disturbing,
but it must be a fair reflection of what I see and my understanding
of things" (2I).

With regard to this"The Lesson" (73-75) implies a sense of
relationship; the two figures face to face create an intimate space,
but one in which they are unable to touch, distance is evident in
the staring eyes, the hands are rigid, in fact both are fixed on the
verge of embrace. l

The templates serve to heighten the sense of this work, especially
of an isolation which contains a paradox; intimacy without touch,
without contact, drenched in watery gray, yet another element of
their embrace.

Included is the appearance of a base on which many of the figures
had begun to be placed; they have the effect of creating definite
space within which the piece exists and space which signifies
separate existance from that of the viewer's.

He seems to value the pull between their indipendence and the
degree to which they share our environment.

N. Wadley says "The eloquence of the work and its comment on the
ordinary world centers on the impassive, moving closeness eiEthe
heads,.., The relationship ...is enigmatic and oblique and various:
it opens up a comparable array of thoughts and feelings" (22)

A point which is difficult to grasp is that Davies spends a
colossal amount of time and energy making, and that the three spa-
cifics run concurrently, that is the life size figures, the heads

and the drawings, all giving expression to different elements of

his ddeas.
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ie Yet it happens that one means can trigger POssibilities for

f another: "Head with line bevice" ('74), a portrait drawing which ended
; at the neckline and was much closer in its linear mechanics to the

! 3 D. heads. In fact in this version the means of drawing were applied
f and exagerated beginning with the natural lines suggested.

Therefore the crevices around the ears and mouth and other aper-

il tures were traced and in taglié-like filled with ink, then wiped

f clean so that the eyes were framed in black.

} In other works he has marked out the layout of bones beneath

| the surfaces of the fingers, back and then juxtaposed the information
with the imposition of a cruedly drawn grid. He again terms these

as "devices". They indicate a movement away from the extremes of

those used in "william Jjeffrey" in '72. Yet they also point to the

amount of experiment that he does in making, until it appears as he
wants it, for example on "Path Figure" ('74-75) the lines of a suit
collar and seams were drawvm onto the congealed mass of the woolen—
resin garment.

All these facts point out the continual change, for, as stated,
instead of just external covering, the cloths actually become part
0f the surface. It would seem that it began with the "Lesson",
when he threw the watery gray over it and discovered that it reduced
‘ the realism.

;g "Path Finder® ('74-75) is yet another step., and the means of both
ﬁ%iiﬂﬁﬁf!i?l. lead to yet another step as seen in "Figure with Slats" (74-75).
! The cloths are firmly a part of the surface, as is the means
of drawing. All these things serve to heighten the viewer's percep-
tion, possibly the bases become a necessary, to distinguish each
individual piece.

One curious "Figure" ('74-75) stands bare-footed on planks, but

the impression is not of a base, rather a raft Ffor in his outstretched
hands he holds two pieces of cloth: a means of signalling!

The work in this exhibition in pgrticular testifies to the changes
that happen in his work, for if you notice the dates on the work
usually point to when begun and when finished e.g. '73-75, '74=75,

'75 indicating also that time in making is major.

Nicolzs wadley says "...it would be more true to compare the
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evolution of any figure's role to a period of improvisatory rehear—
sals" (23).

Since, after undergoing changes during the making, each figure
spends a long time in a studio - a vast space, the upper floor of
a converted protestant church.

There are about two dozens figures there at any one time. Some
are engaged in activities, some lean on railings, other stand in
a corner as if in a more or less idle conversation... A world in
which relationships build up poses change, the germ for a final
form of work emerges.

Davies says that for every cne that emerges there twenty that
have not. 0Of the making he says "The heads get changed a lot...
Recently I've been obliterating, dgrinding or f£filling off all the
very real aspects, like the skin-pores and so on. For the arms I
get someone to come in for a day or two and cast lots of alternatives,
which I've worked out, either by posing myself or by drawing...
they often get altered by changing the Joints... you just saw through
aitstheleiiboy or woict. and put a bit of alluminium threugh, Ttts
fairly limited but you can change quite a bit " (24).

In regard to his methods he explains "...I learnt something
about resin and fibreglass in college, but what I know using filler
and pigment I've just found out,mostly by accident, ... very low-key
technology" (25).

Although he feels that he needs to spend time learning more
about modelling and about how the body works..."I do find that a
restriction... Icen sometimes see exactly what I want a figure to do,
but haveh't got all the resources, I don't work much from life, but

I want to gather information" (26).
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By the exhibition in Marlborough Gallery in Nov/Dea, 1980

many of the means are already referred to, could be readily
observed in the »work,

Relationships were definetly a major concern, "figures borne
on shoulders " ; a sense of the everyday commonplace might not be
the first thing that strikes the spectator —the literal form,

relating to his lifelong interest in the circus - yet comment on

the ordinary is expressed by the "moving clcseness of the heads",
An element apparent in "The Lesson" ('73-75).

| The literal form denotes activity, but the activity draws the

spectator into the environment, where closer inspection can be
il made. From this perspective it is then possible to see what is

happening, of this he explains that his interest is in less extreme

circumstances, as can be seen when two or three people are talking
in a pub."I've become interested in the idea of couples - that

sort of relationship, more ordinary, but extraordinary - not 'so
stressed , I suppose" (27).

1 The men on the rling, 'were from seeing men, on the coast

near his home, standing aganst the sea-wall, looking out to sea.
"Initially it was more to do with the way people looked at landscape
and its preminance compared with ours" (28): the drawing, "Two
Figures and the Moon" ('79-80) relates to this, Two facets of the
same moment - it is an example of the duality of his work, an

aspect of his work examined in more depth in the next chapter.-

firstly he used breeze blocks, but "formally it didn't work as a
wgzaL IEUEC

Later he found the answer when on a roof with safety railings,
"so T got some... and sat the men on them, that seemed to be the

answer" (29).

As the intuitive in important to the spectator it would also
appear to be a major faculty within Davies' decisions of making.
He explains to N, Wadley that at the start the figures were
"loafing"- but things happened in the relationships between figures,
-~ resultant from his way of working,"you've got a lot of time ...

the other day I changed the gesture of one of the hands so that

it's not in repose”. (30).
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He says that this and other changes give the impression that

"They are involved in making some awful decision"; before)it had
looked calm which was what he had originally wanted - "just people
enjoyingbeing in the sun". He also explained that after making the
piece he found a photograph of fishermen at whitley Ba tyiich
shows just what he wanted. Indicative of most of this work, "they're
timeless human occupations",

Of the group on the railings, he explains, "The arms won't be
like that tomorrow, God knows, If it will even end up as a group,
or a single figure leaning over a railing. I don't know" (a1

As previously mentioned, the realism is held back by a succession
of interacting means, the poses are commonplace, the very real
aspect removed or ground down. Since they are all stripped to the

waist, the marriage of the modelled torso to the cast head and

arms is often exposed, hence the surface retains not only some
working colour changes, but also traces of the working drawing,
hair is painted on and the colouring - a near-monochrome gray cast
all over, including cloths, features such as the 1lips and eyebrows,
sometimes fingernails- are picked out in strong unnatural colour.

The effect of all these elements is to produce compelling poise
between the very real presence of the figures and their esplicit
and equally real artifice. This is what he-likes about theatre's
sinyltaneous reality and remove from reality. "I like what
happens to anybody when they get on the stage - standing looking
at the audience :.it's very magical" (32).

At this point the other facets of Davies' work must be mentioned,
for, as seen previously, he works with more than just life size
figures. The heads like the former have alsoc also been refined,
they have become more individual personalities, and in contrast
to the previous, Davies says, he is more conscious of who the
individauls are, although they are not portraits.

Again the realism has been held back mainly by similar means,
but a separate presence exists in these heads. Their shape,
expressions and individual features dominate, but it is how he
has used these that appears so striking. This schematic haim e on

lack of, the eyebrows, lips and eyes, the marking on the surface,
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5311 lend toward giving character. One is very quickly back in
the world of private presences: disquieting, ‘elusive, inward-looking.
They also have the effect of making you look again at the Ffigures,
especially their faces which tend to make you wonder what is the
connection between the activity and how they gJaze.

1t would also seem that in the period directly after the '75
exhibition, Davies set about making/modelling smaller heads. "The
neads, that's very concentrated, they're not just objects, they
emerdge as comething that looks back at you" (o)

In regard to this work and interlinked with, the men on the sea
wall, pavies explains that it is the quality of the ordinary and

something else. OFf the latter he says that some of the "small

faces develop qualities almost by accident: something quite
beantiful, gentle" (34). Th @ certdin sense they move toward his
drawing, in that he builds them up from scratch, whereas the others
are adaptations. They could also thought of as experimental, in
that he admits himself that he laments not having a solid base

in modelling methods and anatomy. These could the examination

of possibility. Other aspects of note are varations in the
monochromatic colour — light to dark - and an increase an - lines
actually stratched on the surface.

william Feaver says of them "They are phenomenal, whitened
slightly and overlaid with pencil marks, stains and abrasions,
each one a perfect identity® (33).

A consideration to be made is that most of the work is both
preparatory model and finished work.

Finally of this work the drawing has evolved to a different
dimension, entertaining all that he cam do in that illusionary
space and all that has occured and is to come.

These drawings refer more to the individual heads in a fact,
than to the figures, in terms of the lines which ¢onstruct them.
This means serves as image and as record of change; clearly the
expression attained here refers to the illusionary capabilities

0f this medium and offer fresh source ma terial for use on the
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heads. They give yet another insight into what it is that he wants
to show and, as with the 3 D. work, the ideas are changing. Earlier
drawings had small beings gesticulating in large rooms that were
littered with fragments of paper and barely recognisable objects.
In later works the rooms had no figures in them. Instead they
were inhabited by objects that had been used by people. Now the
whole space is often occupied by one head or portions of, and

the space is given its depth by a combination of the lines that
construct the face which emerges from the black, -blue or gray-tonel

variations of the bzmkground. All these elements are part of the

"Device".
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This section continues the pth through his work to the present
| day. During two days of discussion with Nicholas wWadley in I980
Davies said "Maybe if the Ffigures were smaller and occupied an
area, say the size of a table top, maybe they would carry some
air with them — sOme real space rather than just the space of
the base" (36).
This is exactly has happened of the exhibitions of May-June '84;

all the figures are half life size and smaller. He explains that

| they were intented as models for 1life size work - "My studio is
: now full of them, hence the exhibition. It remains to be seen
whether they need to be made life size" (7).

Much experimentation can be seen inthis work; as he indicated

they were meant as models, yet as models there is a lot of

attention to detail, particularly in the heads. Tn some respects

the modelling gives the impression of agile animals, with the

‘5 addition of human characteristics. Again he uses the activity to

E heighten the viewer's awareness, and you begin to realise that

| the activity has nothing to do with what is seen in the face,

in particular the eyes. They are not aware of their owm activity,
they climb, sit or stand aimlessly on trapezes, balance on tight
ropes staring distantly, - reminders of"The Lesson".

1 The making is again inherent with the means, marks of medelling
r absorbed by the resin and pigmented fibreglass and here,as with
all hid work, detail has been picked out by verious aditions. Like
the drawing on, 0f ribs etc. with black ink, filing. the surfaces,

scorching to blacken, - bringing up the marking, in yet others,

detalls are scratched onto the surface. Those picked out . include

nails or feet and hands, €yes and hair, mouth.

Tie intense expression in each face and its type vary from that

of "(A)Figure climbing rope 1adder (DARK)" (182-84) to the nervous

tension in the face and hands of "Balancing man" ('82"84); here

there is intense detail in the hands - drawving closer to the artist's

wish to express the extraordinary in the ordinary!
ard to this work

The only indication which Davies made in reg

is as follows "All I hope dis that there is something G et i
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circus - life circus here" (381

perhaps one of the first direct statements about he thinks and
wvants to express. Some photographs from his studio show other
aspects with which he is working, they have some of the qualities
of his early drawing. On.one shelf is written "HARVEST", above

the activity speaks for itself.

| The two other areas included in this exhibition pertain to the
H heads and dravings. Again the making has had very definite effect.
H In particular the heads and occasionally masks have all been
modelled, some are as much as three times normal size.

Here the making dominates,.especially the different types
of marking. Expression is created by lines scratched and cut into
*Géiiiﬁﬁﬂzg“" the surface, the shape 0f the features magnified or reduced. The
| three largest heads, average about-QQ inches, their expressions have
been pushed further by inclusion of colour:
_wHead with blue eyes" (183-84)
_mHead white with lines" (83-84)
-"Brown Ppainted head" (183-84)

The effect ranges from anxious to worn and passive., The eyes
dominate.

As is the case with the other I6 heads, ranging in size from
I8 and I/2 to 9 inches. These vary in expression and treatment and

there has been more use of colour - as indicated in the tiitles,

e.g. "Head (red/cream)" (183) or "Head of C.R. (red line)" (182-83).

An understanding of the cffect of treatment ca be seen into two

neads modelled on the same person, g.H.; one has the 1ines normally
seen and the second has had parallel lines inscribed into the surface
producing a much older impression - like an 01d man who had worked
out in the sun all his 1life.
Nevertheless each gives a different impression, the drawing and
marking accentuating the npatural® contours and features. Again
e G UEE R OMTeRy VEE-E GG e Sdtete s ey
| experiment preceeded another. Hence the possible use of more OF
lese information in making.

There are many new ingredients in nis work, not least the
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introduction of a mask - agein modelled - "Mask of D.vy." (r'82-83),
that of a woman.

He has continued the smaller heads in many Vvariations, size and
tone. Three are actually =all black and surfaces are smooth, although
with the "Head of V." ('€I-84), you become aware that the marking
from drawing, painting and scourcing can sometimes create a sense
of a face depending on the density of tone or either by adding or
subtracting of black - of note this piece have been carved and not
modelled.s

The difficulty with looking at Davies' work , is that no
particular area dominates continuously; rather they all contribute
to each other: the heads to the drawing, the drawing to the sculpture
and vice versa.

The final area in present work, exists in the drawing; it is
stronger now than ever - and as with the 3 D. heads has increased
in size and complexity, certain aspects are even more literal as
indicated by certain titles, for,as he on€e said, "These Jroups are
much less obscure to me, so a description seems falr enough” (39)
e.g. "Triptych for Gods, Kings, Politicians and Popes” ('83~84):

pleading hands reaching up to touch a distant face, or "Head/Hands
0f a Meths Drinker (a)" ('83). As always there is a flexibility
which exists in Davies' drawing, the sense of a face, a feeling, a

mood seems to be expressed more readily and the image seems MOTe

characteristic of a person.

Lastly many of the means used in the latest 3 D. heads are
expressed more definitely in the three larger drawings, in many
ways they seem almost anatomical studies of the muscle (facial),

the actual means of our expression.
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3. THESRESULTS

This last chapter is more of a judgement of all that has been

so far stated. For behind all work there are many more aspects

which contribute to both the man and what he does.

I made two attempts to gather very precise information from
| John Davies himself, but,as the letter enclosed shows, his 1ife
ij is work and speculation as to what is says must be left to the
viewer and his or her perception.
f Nicholas Wadley describes him accuratly "I think ... he remaing
an elusive presence, both in the character of his art"and his own

character."™is is in essence a quiet, highly sensitive art, increa-

singly refined and simplified. He is a potent image-meker. His

fibreglass figures and heads ... his simple drawings are both
secretive, private and eloquently expressive" (40).

Davies lives and works in Faversham and from what I can gather
from his discussion with Wadley, the environment stimulates his
work: the information of how people live and enjoy themselves ,
from the men on the sea wall to the pub, to the fact he used go
coursing. Kent is the surrounding countryside, hence it is quite
easy to see people picking and spraying apples, the tacks of the
countryside are reflected in what he makes; "Bucket Man" (949"
for example, a farmer carrying water.

Even the way he works, with 3/4 years between major exhibitions;

there does not seem to be the pressure of time that exists in the
city, in particular Londén which is not so Ffar away »

The following material consists of all the questions that I
sent to him; I have used what information I have gathered from

various sources to answer them.
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1.

In relation to John Wragg (taken from page 188 'Figurative Sculpture

in the 1960's), according to Timothy Hyman in British Sculpture in the
20th Century, John Wragg quoted Schopenhauer as followss: "Pake note, youn
man, that the portrait must be a lyric poem, through which g whole : 5
personality, with all its thoughts, feelings, and desires, speaks,t

Would you agree with John Wragg's estimation?

Comment 2

Yes No

John Wragg had made a head of Rilke in polyester resin in

I955, - similarities existed to

he knows and admires. The above

what the image should strive to

much of the struggle to achieve

the concerns of John Davies who
was Wragg's estimation as to
work embodies

achieve; Davies!

such an estimation of the human,

since his goal has remained only,the means to fulfilling it

have altered.

42,
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2% Timothy Hyman says of your use of devices (from British Sculpture in the

20th Century)
"This creation of an allegoric resonance brings him close to the

mystifications of surrealism; these devices resemble the obsessional
arbitrary objects that hover directly in front of some of Magrittet®s

figures,"
This extract is more related to your earlier work, e.g., Dogman or

0ld Enemy, but did Magritee or surrealism in general have any influence
on your ideas?

Yes No

Comment 2

If one were to consider some of the imagery in Kafka's "The
Trail" and accept that Davies used this imagery, then it would
be possible to consider the work of Magritte.

What is evident is that Davies used the devices to reduce
the realism; it 1s probably our association to past reference that

use as surrealism. Magritte's work was described thus
but from

definies his
"His surrealism derives not from the "sleep of reason'",
his brand of non-utilitarian laterial thinking and, though the

patient interrogation of object with which we are apparently most

familiar® (I), the object in DaWies' case is the figure and head.

43.
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In relation to your source material, in the catalogue of John Davies
work 1970-1980 in German, Norbert Lynton refers to Bertold Brecht

and a number of his works in theatre (e.gey The Caucasian Chalk Circle
or opera of the 3 coins),

Did you find any semblance in Brecht?s views of the human condition
in relation to your perception in your own work?

Yes No

Comment 2

I considered that this was related particularly to his early
work and to a possible link to the Caucasian chalk Circle and
all the imagery of "For the Last Time" ('72); more the circle on
the floor but nevertheless Davies daes have a deep interest in
theatre. "I like what happens to anybody when they get on stage,
standing looking at the audience; it's very magical® (3).

Brecht believed that art should not be just a lyric contem-

plation, rather it should be used to verify the existing

44.

traditional values, which is an -analogy to Davies' ideas. Brecht

created a new kind of epic threatre, one in which the classical
unity of space, time and action were rejected, since he believed
that the spectator should not be a passive observer; rather, zs
reason was the way the writer wrote, thus reason was how the
spectator should look! Hence, according to his anti-romantic
conception of Art, he wanted reason to be a cvomponent of the
artistic product, either, or as an instrument for its fruition.
Finally Brecht's imagery was vivid., In a sense he could be
said to use "Devices" on the stage; he put cartoons and pieces
Of paper that contained reflections and comments on the facts

that were represented in the play.
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45.

Did F, Messerschmidt®s work have any effect on you when at the Slage?
Taken from page 104 British Sculpture in the 20th Century), y

Yes No

Comment ¢

This question was3asked in relation to original sources or
influences. Timothy Hyman wes reminded of the heads created by
this German, who was talked about in the S1zde, shortly before
Davies' arrival there, and one of his beak heads appeared in an
early picture by Patrick Proctor.(5)

Of work from this period T have only a photocopy of "Young
Man's head" ('68), exactly the period Davies spent at the Slade.
The only features on this almost oval shape are a nose which appears
stuck on two eyes peering through two apertures and an almost
normal mouth and chin, which emerge at the base of all the smooth
shape. In many respects it reminds me of a burns victim - or
related accident- where the bandaging has seemed to eraise all

other deteil.
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Is the change in your work since 1980 linked to your perception of
yourself in the real world?

Yes No

Comment 2

Of the new things, the situationa are now as extreme "Maybe
I'm seeing things in a differemt way. If you loo” at what you do,
you see yourself changing" (6).

Wadley considers that all of the figures are extensions of
just one person (7). The possibility exists, firstly because
many of the elements come from Davies' own experience, and
secondly because, as from "Young Man" ('69-7I), right through
all his work there seem to be self portraits; "Man with Ring"
('75), even one of the figures in"The Lesson" (Y7375

He has previously said that the arms and even the body can
be casts of himself; heads are a probable, since one was taken

for "Young Man" and many of the means o°? today had origins there.

T — T T S T R
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F f
| 6e (From N, Wad}ey, Art International, 1981/vol, 24/147-57).
| '"Maybe the liberal form of these works relates to his life long
! interest in the circus?, ., ." Partly question rtl
N. Wadley. 9 Partly comment by

Does the circus and its imagery have an input into your work?
even an unconscious input? g

i Yes No

Comment ¢

; Yes, this is an aspect of his life, an in#erest and, as "The

A ! . . . .

W Hare in the bag", his daily 1life is very much a part of his work
and he uses it in his perception of his work.

The best evidence can be seen in the figures showvn in the

1980 exhibition and more recently in May-June '84, again iIn the
Marlborough, he uses the vivid acts, the means of entertainementw
the trapeze artist c¢limbing, singing, balancing precariously
about the audience; even "01ld Enemy" ('73-75) resembles a eircus

harlequin holding two poles with padded ends.

i
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e Your drawings seem to acquire a sense of isolation, different to
that of your 3D work, is it that they offer the immediacy that
exists in painting?

Yes No

Comment ¢

If we go back to "Hull" ('64), it can be found that Davies
actually began as a painter, but more importantly, here the
approach was achieved from the Bauhaus; they did not separate
painting from sculpture, students were encouraged to explore and
combine materials of all sorts.

In his discuscsion with Wadley, when he talks of his art, it is
more often in terms of painting, since it creates its own reality,
a complete parallel world of atmosphere, light and 1ife.

He explained that he gave up painting beacause ¢f frustration
with tne edges, but that the drawing is still very important.
"I can describe the whole place - that can't be done in sculpture,
one can't have someone walking across a field, unless you put
the figure in a field® (8).

He feels that sculpture has not the same capability, it
"usually seems to impose an area around itself, a set distance
from which to stand and look at it... I'd like to make a crowd
of peorle - so that they spread outside your Ffield of vision...
I've always wondered whether T was trying to do what painters do"
(8).

Catherine Lampert says of his drawing "The artist .has no
difficulty placing his drawn figures in a convincing céntext.
Normally the paper has been formally divided by horizontel line,
in the bottom half are layers of soft media, chalk and pencil,
which form a spongy base. This imagery void distances the figures

outwards into a realm appropriate to their appearance" (9).
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8. In relation to your figures, particularly of the late 70's and into
the 80's, there seems to be an obvious marking of the surface in terms
of seams and joints and actual drawing, which tends towards an actual
Ssurface, Could this *surface? be as it were, (all the surface ares

including clothes and objects) the window to the nature of the

i relationship = could it be said that the external *surface? is actually
i the internal aspect of life?

i Do you find that you are using the means of drawing, as in 'surface?

8 in your 3D work?

Yes No

Comment 2

1 “If we comnsider how complex the idea of "surface" has become —

fﬂll "The Cubists and Constructivists broke up formal surfaces and

s il *’ reconstructed them according to phisical principles, showing
how spare was a function of relations between planes... surface
wes used in a literal albait complex and abstract way" (I0).

Surface thus picked up a meaning an d reference within the
limits set by a thedretical framework.

Brancusi "drew a methaphysic around his sculpture", so that
surface reflected the essence of the object, metaphorically.

Hence in John Davies' sculpture the material of the surface,
the cloths, the masks on the face, the objects held by figures and
§ later the surface with all its markings, scorching, engraving,

monochromatic grey, all eonstitute the "surface" - in a way akin

to Degas and Matisse; we take the surface which works on many

levels as a metaphor for the many levels of man himself, of the

sculpture and his relationship with others and the world.
Keeping in mind that the inner world no longer exists as

1 Degas etc. appoached it, for today,as Krauss says of Minimalism,

"A level on which it may be seen is renewing and continuing
the thinking of Rodan and Brancusi; the work of both men
represented a relocation of the point of origin of the body's
meaning, from its inner core to its surfacev (II).

Therefore in John Davies a powerful quest for identification
through "drawing on the tension between control and freedom,

which makes man what he is. All the forms of "Device" are expression

s d




50

of the ambiguity between freedom and controll...w (I2).
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5.

9% Does your environment away from the hub of the London art worild allow
you to see more clearly your aims? {

Yes No

Comment ¢

Evidentiy it does, Norbert Lynton says "Davies is a quite man,
loving and estimating the solitude, he needs to work slowly,
continuously and self-critically far away from London, far away
from the world of Art - even if they are positive towards himlr (I3)

"Some times when I look at what I do I think of it in terms
of my relationship with the world" (I4).

There is nc specific statement to answer the above question,
my only "yes" comes from his imagery/mentality, the actual making

and the time spent doing it.
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10, Going back to your years in Manchester and then Hull, dig You fing
Reg Butler®s ideas in particular with regard to the figure, of interest?

Yes No

Comment ¢

It would seem that the meeting was actually in the Slade,
and that the influence came not from g

where Reg Butler taught,
but the mentality that was behind

similar approach to the figure,
what he did.

Butler's present work has more afinity now
rom his entry for the

with the American

Superrealists in its form, a long way £

"unknown Political Prisconer" in Ie53.

52.




53-

11. In Peter Moore'®s Liverpool Project 3, on the section on 'Pgint
The introduction states that you are a ". , . surrealist too ;nd like
Boydand Evans, seizes our attention through his partial resligm"
Are you consciously aware of this? X

Yes No

Comment 3

As previously said, the partial realism is something with
which he has struggled through all of his work, firstly it was
a formal component, one which no longer exists; .Davies has not
worked with any life casting since he made the men on the railings,
rather all his recent work has been modelled or carved. The means
defining a new format, the material causing newv effezts, nevw
possibilities - 1ife size no longer a prerequisite - scale is
dependent on his needs.

The surrealism as such is in reference to the "Devices"
employed in the early work, particularly the heads on poles, and
again as time passed the use and extreme dgrew less, SO that by
175 they tented to be incorporated in the existing features rather

than adding forms, noses, horns etc.
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12s  Would you agree with Norbert Lynton'’s statement (in John Davies work
1970=1980 catalogue in German) where he says: "Daviest Eipumestoasne
theatre pretending to be life, they were life pretending to pe theatre "

Yes No

Comment ¢

Norbert Lyntdn said this in the light of what he felt Davies?
early work was. He explains that the show in '72 vas"dominated
by sculpture which were dramatic in their Silence; T4 brooding
silence intent on something" (I5).

He concludes that words are not sufficient to describe, to
show the tension which the figures Put between "presentation and
life". Hence he said "In rare blessed moments, ...Theatre can be
misunderstood as lifen (I6); usually we are sitting there walting
for this"moment". Davies always seems to be chasing the " sense
of a pagrticular moment... if something does come out, it has the
sense of something very real ...arrived at in all sorts of odd

ways, irrational ways" (I7).
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13. From the same source, as number 12, Norbert Lynton makes a reference
to Franz Kafka when he says that'". . .already in his early state his work
has the clarity of Kafka. Do you see any link to the ideag of Kafka?"

i Yes No

Comment 2

In a sense, as in the work of Kafka, the reader/spectator
has to get involved before they bégin tO0 see where the Plot leads
them.

But of even more significance, there are many close resemblances
to Davies' early work up to '72. In Kafka's novel, "The Trial", he

relates the perplexing experiences of a man ostensibly arrested

” %*;__]' on a charge, never specified, but within the patterns of the

complicated narrative, Kafka is trying to explain some of the

fundamental digemmas of human 1ife. nit reads like the transcript
of a protracted, implacable dream in which reality is tangled with
imaginaztion® (I8).

The story centers on XK. and his battle against an unknowm
charge and a faceless accuser. But the most interesting part in

relation to Davied? imagery is found in the last chapters, especially

Chapter 8, n"The commercial traveller"and Chapter IO, "The end® (19).

i
|
|
|
{
i

(Bavies' father was a commercial traveller as is his brother).
Here the imagery is quite vivid. K. had gone to his advocate

to dismiss him, but the advocate does not make the task easy. He

uses the commercial traveller to show K. an example of his power,
ability amd position. Block, the traveller, is standing in front of

the advocatewho is on his bed. "From the moment when the advocatds

voice was heard, Block averted his eyes and stood merely listening,
gazing into a far corner,as if to meet a shaft of light from the
advocate's eyes was more than he could bear" (20).

K. says "Kneel on the floor or creep on all fours if you like,"

Block to K. "Before the Herr advocate, who admits us here, both

i Of us... out of charity — you're an accused man, ta@o, and have the
Same charges on your conscience" (2m)=
Block listened with:downcast eyes, as if it were a duty laid

upon him. "It yas humiliating even to be an on-lookern".
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The client ceased to be a client and became the advocate's dog.
"With lack lustre eyes he looked down,his glance was partly vague
and partly turned upon Block."

"A man in a loose-hanging black garment with snuff box in his
left hand; he was gazing at K. ... He started pointing with his
right hand, still holding a pinch o0f snuff in his fingersgm.

"He stretched out an arm and pointed with shapply bent forefinger
to a spot immediately before the pulpit.

Life = "The verdict is not so suddenly arrived at, the Procee-
dings only gradually merge into the verdictr.

"The door-Keeper in his Ffurred robe, with his huge pointed nose
and long thin tartar beard...".

£Two men ... in frock-coats, pallid and plumb, with tophats that
were abpparently uncallapsibler.

"Two babies reaching with their little hands towards each
other although not able to move themselves from the spot".

"ie was repelled by the painful cleanliness of their faces...
the cleansing hand, had been at work in the corners of the eyes,
rubbing the upper 1ip, scrubbing out the furrows at the chin".

"...he suddendely realised the futility of resistance".

"The moon shone dovm on everything with that simplicity and
serenity which no other light possesses".

"...his posture remained contorted and unnatural-looking, ...
he merely turned his head, which was still free to move...he
raised his hands and spread out the Eingers.;.with failing eyes
K. could still see the two of them, cheek leaning against cheek,
immediately before his face; watching the final ACT...wn.

Many of the quotes refer to imagery quite vivid - and hence
the possibility exists that Davies actually used some of them
in pieces such as "The Last Time" (472); two figures crawling,
one seated, one standing. Their existance is confined to a circle

chalked out on the floor, two kneel in subjugation, the third is

standing there in order to observe, to take orders, to protect

the judge.It seems like a session - consider the extracts from

Kafka's work - "There are no illusions to law or right, we hardly




await them" (24).

The imagery suggests overtones of domination or an acceptance
vithout questions. The piece seems like the theatre of the Absurd

but as the previous chapter, the 2nd chapter,

?

implies, the use of

"Devices", half masks etc., wrs an attempt to acquire a sense of

the human, as Davies says "Casting will only give so muchw (22).

It seems rather a simple conclusion, but then that is another

of his aspirations to express the "extraordinary by the ordinary",

some what like the way some novelists make a single condensed

point by "devious, often circuitous, allusive means" (23).

57 .




Would you consider that the imagery of Beckett, has any parallels with
your own world?

Yes No

Comment ¢

Much of Davieg's work confronts the condition of man
in the present context of living, in particular man'g
relationshin with himself and how he ~erceives all that
effects him .

In many respects Davies is like Beckett, who is gquite
orivate and mysterious, his work reflects a deep exXnerience
ofSilifie, much of it deals with & search for identity ang
the pjassege of man through life. Much of his work is rich

in vivid imagery, and one novel seems to »rovide varallels

at least to an asnect of Davies.

58

Company takes many views of one man's memory of his existence,

the way in which he writes brings the reader into his mind,

into his memory. The whole Jassage of work wanders through

his early childhood, through veriods of intense concentration

and then the reader begins to undertand that the condition

exoressed is that of being 'alone' - with yourself.

" lMoonless starless night."™ (25)




15. When in the slade did you view the work of Garo and his followers

(King, Tucker and Scotty and then the work of such people such as
*Gilbert and George®, McLean, Long and Flanagan) with any
consequence?

Yes No

Comment ¢

When Flanagen made his rejection in '63 in Silence,
= =i AT
student magazine, Davies wes just beginning painting in
Hull,where work was in the constructivist style, hence the
arguments going on in St. Martins then, may have had little
effect,

The only conclusion I can make is that,as Davieg! early
piece suggests -a combination of theatrical means ang
vhototexts,~ which formed the piece referred to by Norbert
Lynton, in his article on Davies . This in a sense, would be
& combination of the St. Martin and Royal College ethos,

although more toward the latter's sources and means.

39.

3(26)
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16. Do you have any interest in the way that other artists work with the
figure, either past or present (e.g., Degas, Matisse, Giacometti, Segal
or Gormley?)

Yes No

Comment 2

Of Degas he says, in the "... figures of dancers you are
more aware of the making, his thumbprints and so on, than
you are in his paintings, where there's light and etmosphere
smmich=noxet i fel (o9

More than Glacometti's work, itself, "I like the attempt,
the will.... the man sitting down with a stick looking at
' the model -on and on end on, trying to meke whi%'s happening

over there, hanvnen over here -it's a mad occunation.™ (28)

Of Segel he states that he is not concerned with reconstructed
| environments for his figures. Rather he values the pnull

Petween their independence and the degree to which they

share our environment, he finds imitative reference to the

real world crass " like putting something stuffed in a glass

case, which in a way is what I started from". He includes

Kienholz and Hanson, in the above.

In regard to casting figures as Segal does, he says
3 “there wouln't be enough room for adjustment -and the sense of(29)
is unlifelike"-. He feels that there is something special

"about the time spent making, that allows you to absorb

what is going on'", unlike Davies!' work,that of Kienholz,
Hanson, and Segel is firmly locked in time. Much of their
é work stems from comment on American culture, beginning with
Pop art in the '60's.
If we go back to minima® art we can find that it shared
& common source, a newly awekened interest in the Duchampian
readymade ~Jasper Johns' work of late '50's, made it available
to these artists in the early '60's,- hence as Judd had employed
readymades from commercial sources, so did Pop artists; the
difference being, that minimalist’s used elements into
which content of a specific nature had not been built,

whereas Pop srtists worked with images that were highly
infected, such as photogranhs, movie stars and comic books (30)
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Much of the super realistic work stems from the same
growth.

Kienholz's work deals with social commentary on American
Lifer e —cifitenusing deep satire, eg. The wait '64-65,

growing old jn fAmerica. ((3T)

6I.

Segal's classic tableux is usually narrative and realisgtic

genere, Fried said " Frozen moments in real life....™M.

Ségat.says of Cinema I963. "I lLove to watch: peonle.....

to look as bluntly as I could at »eonle in their environments

.....ageinst garish light, illuminated signs." -American

urben lifel (32)

Hanson, a surer realist, claims that his work focuses
on the archtyonal common man, who anpears to him to be
apalling in his banality and unaware of his absurdity,
-~ The common man.

In this case he has an American background.

His work is satirical, often with a political edge.(33)

According to Edward Lucie Smith "the nearest thing

to American veristic geulnture now being done in BEurope
is in Mme Tusgsard's studios, as new celebrities in wax
join the ranks of those already immortalized. (34)
Regarding - Gormley, I can find no mention in Davies'
comments, he was included so as to provide a parallel
with the concerns of 'mew' work going on in England,
especially the resurgence of the figure as image in
sculpnture, expnlicit or otherwise.

In regard to the present work by artists, such as
loodrow, Cragg or Deacon, Gormley's work is the most

'figurative'; his concerns follow such areas as the

natursel versus the man made and also identification;(37)

not only in a simole sense of recognition,but also 1in terms

of how we connect and resnond to the world around us.
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i 17. According to Norbert Lynton, the possibility to move between the mediums
of sculpture and painting existed in Hull, did you find thig an addition
to your way of seeing?

Yes No

Comment &

Again the evidence of both past and »resent work seems
to testify positivily.
"The actual material seems to get in the way in sculpture."(36)
He considers that in sculpture: "no background, no surrounding,
just the object", and therefore the demands of that make it

more formalised, "it seems a very different occupation to me".

For him the background in the studio becomes pari of the

piece,'"clues about place or time.I'always like the fact

that the figures have shadows that stretch outside their

| orbit -across the room, up the wall, so they spread outside
your field of vision- , like you get in a painting". (37)
Of work made in '74, C. Lampert says," in both versions the
language of vainting had been aoplied and exaggerated,

beginning with the opportunities nature's lines suggested". (3€)

In much of the work, he combines elements from one means

g with that of another, he seems to have no fear about

? barriers between the different media and means, he decides
| | and uses.

QW’B Even the grey chalky washes which began by accident
have become a means having an identity with the means of
painting. And finally the latest work contains heads which

have colour added in various ways, usually the details.
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Is the increased activity in the recent drawings and 3D figures meant

as a device?
Yes No

Comment

Evidence would suggest that it is another form of
device, he repeatedly refers to achieving a more s{mplified
means, since he finds the 'ordinary just as extraordinary’.
Hence he draws to a greater extent on his reservoir of
personal exverience and interests; namely the circus and
thewmmediate environment in which he lives.

He exvlained to Nicolas Wadley that he felt the means
he had been using were too extreme, even quite obscure,
and that he should now be able to achieve the same 'sense!

without having to resort to the 'extraordinary’'.

"The equivalent for the device now is more in what

they are doing, it's in what they are ", (39)
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19, There would seem to exist 3 separate sensitivities in your work, that of
your drawing, the figures and lastly the heads which have acquired a more
profound life unto themselves, not greater or less than the others
only different? y

Yes No

Comment 2

B oot PO
e

As he said in Sep/ Oct. I980, "I'm always amazed about faces

(40); he explains that the eyes, nose and mouth are basically
all that you have to work with. And with them he has.

Begining with the many variations, coupled with and without

devices up to '72 and by '74, many had become masks rather than

phisical extensions. He had also begun to model the much smaller

version. It would seem that more detall goes into the heads now
than ever, particularly the means that he has gained from
drawing, the pencil and other media have changed to inscribing
surface, which is more sculptural in nature.

The other point here is that he had modelled all of the

latest versions and the magnification in scale has had a bearing

on their impression and treatment. He did not study the
traditional means for sculpture; most of what he knows was
trail and error, but with regard to the scale, it allows greater

treatment as in a drawing the larger, the more marks can be

made and they seem experiments with various means TO achieve
various expressions-.

In fact,if you look at his last show, he explains that the
figures were only models for life size work, but the dominant
areas have become, Heads and Drawings,the latter even quite
literal since the clues included are more definite, especially
the titles; in the past he said "Names would seal them into

one meaning. I don't see the point." (4I)
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4. CONCLUSION

The beauty of John Davies' work is that you do not know
wvhere it will go next. In any one aspect there are many
possibilities; although his concerns have altered in detail,
the overriding goal is still a search and struggle with the
dominant human nature in the context of how he lives.

Davies' work could probably be seen in terms of a mirror

image;as his perception of self changes so does the work.

66 .

All his sculpture, from the begining to the present, have over-—

‘tones of domination/subjugation and the associated questions

of willing/unwilling participation. From '74 - 80 pairs or
groups of figures - the single ones wore a large amount of
paraphenalia. "Bucketman" not only carries two buckets, but
supports a semi-circutar device on his shoulders and a black
cannon ball-like sphere on his head - almost an enforced
balance. Although Davies has his own reasons for selecting
these bits and pieces, reasons which are often motivated

by purely banal concerns(I), the "Yoke" surrounding the head
was to function as a background and "locate the head firmly
in space in much the same way that a painted portrait is
fixed by the surrounding canvas" (2). But, as shown before,
many Of the devices occur during the process of making the
sculpture, more often they contribute to rather than unravel
the enigma of each figure and its activity.

Of the Pigures and heads presently modelled the large heads
represent an attempt "to get very close to people, to 1ook
dowvn their ears and their noses" (3). Davies also compares
our relationship to the large heads to that of a baby and
an adult. "One hand on a giant head's cheeck appears minute
and we shrink to a subordinate state" (4) - again the question
of domination and subjugation occurs and as always the paradox
exists, who or what decides the outcome, the viewer or the

sculpture.
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I963=67

1967-69
1969-70
I970-71

BIOGRAPHICAL DETAILS

Born in Cheshire

Manchester College of Art-Design -Painting. Hu1ij Coilegz
of Art-Painting

Postgraduate, Slade School of Art-Sculpture

Sculpture fellowship, Gloucestershire College of Apt
Worked in Xent Courtesy of Sainbury Award

Now living and working in Kent
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R. Morris: Pezzi di feliro 1967.68
Parigi, Galleria Ileana Sonnabend
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a New York nel 1963
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Bill Woodrow, Twin-tub with Chain Saw, 1981.
Courtesy Lisson Gallery, London. Photo Edward Woodman.
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Tony Cragg, Red Chair, Green Vase, 1982,
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JohnDavies. Bucket NMan. 1974

-Ahixed media. life size. Colleer

University of East Angliz ‘Sainsburn Pur hasing Fund . &}
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G. Segal- Cinema 1963 Buffalo,
Albright-Kiox Art Gallery,
Gift of Mr. Seymour H. Knox
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