
 
 

Summer 2019 
Figure-Figurine 

 
Instructor:   Brandt Junceau   
Class Hours:   9am-1pm ; 2pm-6pm 
Dates:    June 19 – July 2, 2019 (no classes on the weekend) 
Contact Info:  Program office 
Office Hours:   by appointment 
 
Course Description 
Mankind’s earliest human images were milestones in our concept of self.  We know that they 
were small, made in the hand, and many of them could be handled between just two fingers.  
At the start, they could not even stand.  Our modern concept of the figure began in the 
figurine, and returns to it periodically, sometimes to reinvent the body, sometimes the image, 
sometimes the self, as seen notably in the later work of Elie Nadelman, frequently in Gaston 
Lachaise, Alberto Giacometti, Louise Bourgeois, and Kiki Smith. 
This course is a working conversation, hands-on, in the studio, with occasional slide 
presentations that refresh and extend the conversation.  We begin with found items, natural 
and manmade, with some degree of figural association; a leaf, a twig, a pebble, a stone, a doll, 
a crumpled or broken bit of anything.  By modelled additions, carving and cutting subtractions, 
some quick and dirty moldmaking and casting, those suggestive objects are made to talk 
figure and image.  What is the body: how much of it “counts”?  What must stay, what can we 
do without?  And what is an image?  What does it ask, what does it answer? 
 
Course Outline 
The course is essentially a conversation held in the studio: work and talk.  First morning a short 
slide talk, and then we go to work.  Thereafter, work and discussion take turns in the lead.  
Work will begin with something you bring.  A thing of any kind, from outside.  I may bring a 
thing or two as well, to contribute to the outset, but I require that everyone bring something of 
their own, whether they go to work with it or not.  That can be anything but art.   A friend of 
mine says that anything that “looks like art” will not “reveal the force of things in the world.”  
We ask ourselves to invent the body from scratch, in so far as that could be possible.   
The method is making one thing from another.  It has enormous conceptual ramifications.  
Have we ever in fact made anything any other way?  Could we?  Does twisting one thing hard 
enough reveal its limitations and force the invention of something new?     
We start from things that are not human, but could lend their identity to a human image.  We 
know that the earliest images were made from something else.  A bone is not a hook, but one 



can make a hook from a bone.  So we presume that a person-like image was made from 
something that somehow rhymed on “person.”  Since the beginning, the rhymes have 
multiplied countlessly.  By attempting the fewest and simplest possible rhymes, we attempt to 
parse what we know as body.    
The work comes down to adding and subtracting from a given “thing” (the found item) by any 
means whatsoever.  What material is added and how it might be taken away depends on the 
material of the found item.  Everyone will take a path of their own.  As to method and 
technique, the same.  I’ll advise on technique one by one, but that of course that advice 
belongs to us all, as a piece of the conversation.   Naturally the technique will be mostly a 
matter of the hand and hand tools. We expect to be working from not-big down to small quite 
small, even very small.   Something that can be held in one hand and seen entirely in a glance.   
I expect to have three morning slide talks, but the timing and the number depends on progress 
and the subjects will be shaped to the ongoing conversation.  Same goes for occasionally 
stopping work for group review.  Summing-up individual reviews take place on the last day, 
with invited guests. 
 
Learning Outcomes  
For all the countless human images we’ve made since prehistory, the human image has still to 
be invented anew every time.  When it is invented anew, it lives.  The course brings you to the 
most basic sense of “figure,” which can subsist in no more than a crooked twig, or a few 
scratches, on anything, flat or round, or what else?  Up to you.  Once having attempted the 
most rudimentary sign-of-body possible, you can keep some quick germ of that rude thing in 
anything else you make thereafter, whatever the size, material, style or purpose.    
 
Assessable Tasks  
Throughout the Marathon, students will both draw (with charcoal and pencils) and create small 
sketches in clay through observation of the human figure. Select works in clay will be fired as 
finished pieces over the course of the two weeks. There will be a group of visiting instructors to 
provide alternate versions of how to approach the task.   
 
Evaluation and Grading  
Grading is on a High Pass/Pass/Low Performance/Fail basis.  To achieve a Pass grade, students 
must demonstrate perceived awareness of form in drawing and sculpture in relation to 
experience. Student work made each day of the Marathon, in the form of both drawing and 
sculpture, will be the basis for demonstrating this awareness.  
 
Readings and Resources  

• Art of the Ice Age (with reference to the earliest formation of depictive images of 
people, and what they were made of, and the estimated time and attention involved), 
British Museum, 2013, London. 

• The Poetics of Space (on the miniature), Gaston Bachelard, Penguin, 2014. 
• Louise Bourgeois (with special attention to the vertical wooden figure-ish works of works 

of the 60’s, which are essentially mounted non-standing items, the smaller figural works 



throughout, and the relevant drawings, often petal-like), Pamela Wye, MoMA, 1982, 
NY. 

• Juxtapositions (the smaller and weirder late figures of Lachaise, and the smaller, as 
usually weird figures of Bourgeois) Cheim & Read Gallery, 2014, New York. 

• Elie Nadelman, the Late Work (the Kertess essay is typical of his thinking on the dolls, 
the third and last essay is the most informative in print), Salander O’Reilly Gallery, 1999, 
New York. 

• The Life of Forms in Art, Henry Focillon, Zone Books (MIT), 1989, New York.  
• Voices of Silence, Andre Malraux, 1953, Doubleday, New York. 
• On the Marionette Theater, Heinrich von Kleist, in Fragment for a History of the Human 

Body, Volume One, Zone Books (MIT), 1989, New York. 
 
Materials and supplies 
The key item is the found object which will be the point of departure for all your work.  It 
needn’t be a single item.  More than one will put a better focus on what you are moved to 
work with.  Smaller is better, but really anything less than life-size standing height is applicable.  
A quite long twig, for example.  
Just what materials and supplies each artist uses depends on the object the artist starts with.  
We’ll use anything that sticks, from plastaline to plaster to auto body filler…   Tools follow suit, 
but we can expect that most of our work can be done with hand tools of the most basic kind.   
Knives, files, rasps, spatulas, chisels, planes, abrasive paper, white glue, yellow glue, contact 
cement.  Studio School will supply clay, plaster and adhesives.   Some basic hand tools are also 
available but students are encouraged to choose and maintain heir own edged tools, which I 
which I will advise on sharpening.   The appropriate tools are available through ordinary stores, 
or from Compleat Sculptor.  I will offer a relatively short list of recommended specific tools and 
supplies in the weeks before we start class.    
 
School, Department & Class Policies  
Please refer to the Student Handbook for information regarding the School’s policies on 
academic integrity and plagiarism.  All students must abide by the general health and safety 
regulations laid out in the Student Handbook, as well as any specific instructions given by the 
Instructor. We expect excellent studio practice from all students.  This encompasses respect for 
models, fellow students and faculty.  The concentration of fellow students must always be 
respected, therefore, in the atelier, students should not talk loudly, nor should they have music 
players of any kind and all telephones must be turned off. 
 


