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Abstract 

The starting point of this project is my interest in the body as concept, as object, and as process. The 

purpose is to create body-centered objects that speak for themselves without requiring significant 

amounts of explaining and reasoning. An underlying motivation is to remember the body in a modern 

time of reason and technology. The project explores two questions: 1) How can I find the balance 

between the overly representational and the overly abstracted figure? 2) How I can minimize the 

energy expenditure involved in making, while not compromising my commitment to the handcrafted? 
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Introduction 

This report starts by introducing the background to my examination project. In that section I relate to 

the body as a concept to explore, as a material object, and as a part of the creative process. I also 

discuss how to integrate these three perspectives.  

The report proceeds by detailing the purpose, objectives, research questions, and the approach. This 

serves to delimit the project in order to guide my research and production. I do however leave the 

project open to exploring different theoretical and historical contexts as I proceed with the actual 

work, as described in the result of process section. Here I discuss ways of expanding the toolbox for 

abstracting, as well as test methods for streamlining my process. I also detail how I went about relying 

on body as concept, object, and process throughout the project. 

In the discussion and reflection section I share thoughts and analyses that do not relate directly to the 

production of objects, for instance how the examination went. In the conclusion I highlight the 

project’s main outcomes and consider how to proceed with my work. 
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Background 

For me artistic pursuits are strongly connected to the body in three ways: Firstly, due to the concepts I 

am interested in exploring. Secondly, since I enjoy representing the human in material objects. And 

thirdly, because I want to engage my body in the process of creating.  

 

The Body as a Concept to Explore 

Throughout my education towards a Bachelor of Fine Arts I have worked with a number of concepts 

such as: 

• Finding beauty in the balance between the ideal and the flawed  

o E.g. through harmonic flow in lines and by pairing strong shapes with irregular 

surfaces  

• Finding balance between the primitive origins of our bodies and the civilized world, the latter 

of which is dominated by the faculty of reason 

o Spirituality ignited by danger, dance, and other movement 

o The tribe, representing an ancient center of power between the individual and the state 

o Art understood as a metaphor of ritual  

• Asserting that the body is a crucial component of the self  

o Exploring the unconscious drive towards self sacrifice and, potentially, transformation 

 

Some of these concepts I have explored theoretically through reason. Here I use the definition of 

reason as: “the power of comprehending, inferring, or thinking especially in orderly rational ways” 

(“Reason,” 2019).  

Other concepts have been more separate from the intellect. For instance, to understand rituals require 

the body’s involvement and for rational thought to take a back seat. Even the arguably most civilized 

and spiritual of rituals, such as Holy Communion, is about physically ingesting the deity’s flesh and 

blood. 

Subjects such as beauty and danger strike deeply into the being. Trying to use reason to compel us to 

change what we are repulsed by or attracted to is mostly in vain. A way to summarize my forays into 

the body as a concept is to remember the body. 

 

The Body in Material Objects 

When recalling what kind of art that has awed me in the past I find that the body is a recurring theme. 

Examples include:  

• A Corinthian helmet I spotted in a book about arms and armor when I was about ten years old  
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o It was probably the aged bronze and the carefully formed human shape, as well as its 

haunting face-like front, that resonated with me 

• A McDonald’s French fries package that was part of some campaign in the late nineties  

o Something about how they had turned the flat carton stock into such a three-

dimensional shape hit me in the gut  

• Some figurative sculptures can have similar, but usually subtler, impacts  

o Per Hasselberg’s figurative sculpture Snöklockan in Göteborgs Konstmuseum gave 

me a powerful and inspiring impression when seen in person 

 

Archaic Corinthian helmet. Bronze. 700–500 B.C. (Walters Art Museum, 2012). 

 

The Engagement of the Body in the Creative Process 

The adage “Jack of all trades, master of none” conveys how it is impossible to follow all passions in 

life. At least for anyone that wants to have an impact or achieve some level of success. I am driven by 

a passion to engage in creativity of many kinds, but realized quite early that in order to achieve 

something I had to choose a main path. From my early twenties to mid thirties I followed one path to 

mastery, the path of reason in the hope of leaving a positive impression on the world.  

Since time and resources are finite, focusing on one thing meant quelling my interests in body-

centered creation. I considered such interests to be less meaningful and too self-serving, and thus not 

worth pursuing. I thought my greatest strength, and my greatest chance of doing something 

meaningful, laid in my ability to think and reason within the field of social science. More specifically, 

by building knowledge concerning foreign aid, violence, and dominance in civil wars. 

I however could not hinder new ways to move or create to re-emerge and I ended up trying to combine 

high intensity academic work with the body’s need for moving and making.  
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This could only go on for so long until I crashed and was burned out. A self-sacrifice for ideals and 

demands that seemed right at the time. While in the chasm of being ill I decided I had no choice but to 

double-down and refocus on the path of reason I had already resolved to finish. I very slowly regained 

some of my health and strength and managed to complete what I had originally set out to do. I came 

out with a fortified character but with a very different set of priorities. Now was the time to shift path 

from the way of reason to the way of the body. 

To me a body centered creative process is about relying on tactility, movement, and of promoting the 

gut feeling to be a guide alongside of reason. Using the gut feeling in parallel to reason helps 

mitigating the weaknesses of both. The body is biased towards short-term comfort, while reason sees 

the benefit of suffering in the short-term for long-term benefits.  

Reason, on the other hand, is at risk of becoming rationalization. When rationalizing we think we are 

being logical, while in fact we are arranging our reason to fit our, or others’, preconceived notions.  

Rationalizing : a way of describing, interpreting, or explaining something (such as bad 

behavior) that makes it seem proper, more attractive, etc. (“Rationalization,” 2019) 

I have come to realize that my personal development is also a very universal human experience. The 

narrative of following a path, overcoming challenges, descending into the depths, and emerging 

transformed is similar to the structure of countless myths and stories. I certainly do not compare my 

limited experience with established myths, but I share my story here in order to explain why my work 

tends to connect to ancient myths and stories of sacrifice and resurrection. A well known reference in 

this area is Joseph Campbell with his notion of the Hero’s Journey (Campbell, 2008).  

One of his ideas is that the stories about gods across the world may, when taken separately, speak to 

separate truths (Campbell, 2008, p. 222). Christ and Odin both sacrifice their bodies while suspended 

from a cross and a tree, but for different reasons.  

However, when taken together, and when reading between the lines, the stories may point to a 

common root, a common truth. In Campbell’s words this can be about finding the joint “secondary 

nature” of the various deities that are being worshipped (Campbell, 2008, p. 222). Finding what is 

perennial behind the masks of God. 

In the micro-cosmos of art there is a parallel in how the artist sacrifices something with every object 

made. Due to my experiences in running myself to the ground this aspect of bodily sacrifice is ever 

present while I work. A major challenge for me is that I want to activate my body intensely when 

making art, while struggling with a rather limited supply of energy to devote to work. 

 

Integrating the Three Perspectives 

A few of the objects I have created earlier have come some way in combining the three perspectives of 

the body as concept, the body as object, and the body as process. These include Reconstructed torso 

and May. 
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Reconstructed torso. Iron. Life-sized. 2017. 
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May. Leather, paint, twigs. Life-sized. 2018. 

Both of these objects are very clearly related to the body as sculptural objects. They also build on 

concepts related to the body. Reconstructed torso speaks about the ideals we sacrifice our bodies and 

our selves for – for better and for worse. May is related to how our civilized selves cannot escape our 

primitive bodies. Of these two projects May was most reliant on the body as process. The mask flowed 

from my meeting with the material.  

Reconstructed torso was difficult to make. It required a demanding interaction between reason, body, 

and overall perseverance. That process drained a lot of willpower and vitality and highlighted the 

sacrificial aspect of making, and that I need to find smarter approaches that better conserve my energy.  

There are established artists that engage with the body as concept, object, and process. Although I may 

not like everything about the sculptures I reference in this report, they are starting points for 

approaching the type of aesthetic I am grasping for.  
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Pol Codina Font. Forged iron. 70x80x35 cm. 2009. (“Pol Codina Font,” 2011) 

The pregnant body forged by Pol Codina is built up from overlapping polygons. The gaps in the plates 

add to – rather than detract from – the overall impression. This object highlights two typical features 

of a forged and fabricated sculpture, the absence of head and hands. Hands and faces are difficult to 

forge well. In this case it is warranted since the subject is pregnancy. The down part is that the face 

and hands carries a lot of human identity and expression. To me this sculpture connects to the sacrifice 

required in order to bring forth and raise children. 



 

12 

 

 

Torso by Julio Gonzales, 1936. Forged and welded iron (French Sculpture Census, 2014). 

Julio Gonzales began sculpting in iron in 1927 (Guggenheim Museum, 2018) and some of his work 

features the type of fractured surface that I enjoy seeing. When I made the Reconstructed torso 

sculpture I thought I was developing a unique aesthetic in forged iron. Turns out Julio Gonzales did 

something reasonably similar back in 1936.  
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Purpose 

I want to deepen my focus on the body (concept, object, and process) in order to make art that stands 

on its own merits, without requiring much explaining and reasoning. The underlying assumption is 

that if I involve my body in the process; if the concept is related to body; and if the object is a more or 

less a literal body, then it is possible to connect with the viewer beyond reason. The motivation is for 

the viewer to remember the body in a modern time of reason and technology. 

The problem is that anything worth doing well requires sacrifices. I therefore need to explore how I 

can minimize the energy expenditure involved in making, while not compromising my body-centered 

focus. I need to do this in order to ensure that I am able to stay committed to my focus in the long-

term. 
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Objectives 

This project has two primary objectives: The first is to create body-centered metal objects that speak 

for themselves without requiring significant amounts of reasoning. In order to make this objective 

measurable it is at this point only necessary that I can feel that an object resonates with me at the level 

of my gut feelings and acts as a reminder of the body in a contemporary world. 

The second is to explore ways of minimizing my energy expenditure (my sacrifice) while maintaining 

a body-centered process. I measure this based on my subjective feelings of health and energy 

throughout the project 
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Research Questions 

The objectives risk driving this project towards the literal, the overly sensational, or perhaps even 

towards the kitschy. In this report’s background section I have hinted at the benefits of bringing the 

figurative towards the abstract in order to mitigate some of this risk. However, going too far towards 

the abstract would leave me unable to achieve my objectives. From this follows my first research 

question: 

How can I find the balance between the overly representational and the overly 

abstracted figure?  

My second research question follows from my purpose: 

How can I minimize the energy expenditure involved in making, while not 

compromising my commitment to the handcrafted? 
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Approach 

To find the proper balance between the overly representational and the overly abstracted I could rely 

on intuition; on reasoning; or by drawing on more experienced people’s knowledge.  

Relying on my own gut feeling and intuition is an uncertain method. Engaging in a domain that can 

actually be predicted, as well as having regular personal experience learning in that environment, has 

been proposed to increase intuitive expertise (Kahneman & Klein, 2009; Pittampalli, 2017). As far as I 

understand, people’s – even my own – perceptions of artistic work are notoriously difficult to predict. 

Furthermore, I have quite limited experience in producing art, and receiving feedback in regards to 

how it balances between the representational and the abstract. I therefore choose to look for existing 

methods to augment my limited intuitive expertise in making contemporary figurative sculptures.  

There are tried and tested methods that have been used in figurative sculpture as ways to go beyond 

literal representations of the body. As I understand it these methods were developed in order for a 

sculpture to feel more alive even if it was, strictly speaking, sculpted more unrealistic. My main 

reference is a book authored by sculptor and Professor at the Royal College of Art, Edouard Lanteri. 

He was a naturalist artist and a contemporary and a friend of August Rodin (Lanteri, 1985). 

By using metal as a medium and by contrasting it to the human skin there is already an element of 

abstraction. My existing interest in working with patches of metal and negative space is a further 

inroad to testing the balance between representational and abstract. Studying artistic references that 

work with these variables would help increase the level of my intuitive expertise.  

To deal with the question of energy expenditure I will test out a number of ideas for streamlining my 

process. Examples include using the hydraulic press or other labor saving devices. 
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Result of Process 

I start this section by discussing ways I have been able to streamline my process in order to decrease 

my energy expenditure. Following that I expand on my tool box for abstracting. Lastly, under the 

header the balance between representational and abstract, I discuss how I have dealt with the body as 

concept, object, and process. 

 

Streamlining my Process 

Since an important part of my project is to make my processes more efficient I quickly started 

experimenting in the material. I soon realized that I needed to make more tools and also that I had to 

simplify my method for working with models. 

 

Material 
I attempted to use a press tool to remove some of the grueling parts of forging. The resulting dome 

shapes I tried to piece together in different ways. I attempted to create more complex shapes by 

welding concave and convex domes together. I achieved some very abstract body-like shapes. The 

results were uninspiring and I moved on. 

 

 

Pressed and welded test pieces. 

I tested the so-called English wheel. The purpose was to achieve more diverse shapes than what the 

press can deliver. I was successful working in one millimeter sheet metal and could also move one and 

a half millimeter mild steel. 
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One millimeter sheet metal shaped using the English wheel. 

The highly complex shapes of a body were not so easily achieved with the English wheel and when I 

tried to refine the shapes further with a hammer I lost a lot of the nice surface that the English wheel 

had created. I can see potential in using this tool but for now I had to quit the tests. 
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In progress forging of a cuirass-shaped torso piece after establishing basic shapes using the English 

wheel. 

I lastly decided to weld some pieces together before shaping them. This turned out to be the best way 

of achieving a fractured look without having to fit together a ridiculous amount of separate pieces. 

 

Sheet metal assembled prior to being cut and forged to shape. 
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I decided to leave off the welds in some places in order to encourage the metal to crack and open up 

somewhat randomly during the forging. This randomness was increased since I tried to avoid 

overthinking how I laid down my patterns on the sheet metal. 

 

Tools 
As I started forging the cuirass shaped torso piece above I realized I needed a saddle shaped stake to 

forge the type of anticlastic (saddle) shapes so prevalent in the human body. A stake is a small anvil 

that can be supported by a hole in a proper anvil and used as a rudimentary mold. The most significant 

part of the first three weeks of the project involved making stakes and hammers.  

 

Stakes and hammers made during the exam period. 

I have previously mostly relied on the coal forge to heat metal. When working with thin sheet metal 

the coal forge is however very time consuming. I therefore transitioned to using a gas torch. A benefit 

of using a torch is that it allows the heat to be concentrated more efficiently. This makes it possible to 

hold it using a welding glove rather than tongs, thus providing much greater control. 
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Right-hand shoulder in progress. The torch makes sure the heat is kept within a smaller area. 

Another result of the first part of my project was a test piece for sinking and raising a nose in one and 

a half millimeter mild steel. The challenge was to achieve depth without thinning the iron to the point 

of cracking. 
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Test of sinking and raising a nose. 

 

Models 
Creating patterns is another area where I can greatly improve my process. My preferred method has 

been to sculpt a figure and use that for making patterns. This is however incredibly labor intense and 

not something I can continue doing. The alternative is to create casts directly from a model. I have 

long been skeptical of body casting since it risks resulting in corps like sculptures. The process is also 

more physically draining for the model and requires a greater level of cooperation and trust between 

the model and the sculptor. 

In do not want to do something potentially painful and panic inducing to another person before 

learning how to do it properly. I therefore volunteered to be my first model. This turned out to be a 

solid decision as it took a couple of painful experiments, aided by my wife, to figure out the best ways 

of dealing with casting bandages. 

Synthetic plaster bandages are strong and lightweight but do not pick up details well. They are several 

times as expensive as plaster. 
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Synthetic plaster bandages forming a cast with low level of details. 

An attempt with plaster bandages resulted in a greater level of detail.  
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Plaster cast of the upper torso for the first figure. 

In a fit of optimism I tried to make a quick cast of my ear using plaster. This did not pan out well as 

the ear is not soft enough to pull out of a stiff mold. Future attempts to work with facial features 

require a soft inner mold, made from alginate or silicone. 
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The failed ear cast. 

Once I had a reasonably clear idea of the body casting process I asked a colleague to model for the 

second sculpture. We have a strong culture of helping each other out at HDK-Steneby. If the help is 

more involved, as in this case, we find ways to trade time for time or other forms of compensation.  
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Plaster cast for the second figure. 

With this plaster cast it was easier for me to see how the plaster can cover up shapes such as the indent 

made by the muscles that surround the spinal column in the lower back. This underscores my 

determination to not just copy the plasters into sheet metal, but to also rely on sketches that bring 

home the artistic intention. 

Time really flies by fast when working with sheet metal. I therefore resolved to only hammer each 

piece until it had an acceptable silhouette and then move on to the next piece. Once most pieces had 

been given some attention I started the second round of more refined forging. This was the only way I 

was able to complete more than one object. This strategy is challenging as I have a hard time putting 

down a piece that is obviously not looking right.  

This project helped me identify other tests I want to conduct in the future:  

• Using a container of wet sand for shaping metal  

• Combining iron with other materials such as bronze, wood, plaster, or raw-hide 



 

27 

 

In summary, I have made significant strides forward when it comes to streamlining my process and 

minimizing my energy expenditure.  

 

Expanding the Tool Box for Abstracting 

While reading book on figurative sculpture I have found three methods that might help me. The first is 

the use of so called points of rest (also referred to as spaces of rest). For instance, instead of sculpting 

a realistically acute angle in the crease of the inside of the elbow, where the biceps meets the 

underarm, Lanteri instructs to exaggerate any natural separation, or introduce a narrow plane. This 

point of rest reduces the tight angle and aims to introduce lightness by separating the heavy masses 

and contrasting muscles with underlying bone structure (Lanteri, 1985, pp. 123–126).  

Another reason for points of rest may be to introduce more life and movement by avoiding the look of 

death mask casts or similarly exact body casts. Skin is somewhat translucent. In order to bring the 

same feeling of life to an opaque material like bronze or iron this classical rule may help. When 

talking about how to properly render skin draped over muscles Lanteri uses the term animated 

simplicity as contrast to dead simplicity (Lanteri, 1985, p. 128). It is about being conscious of the 

difference between a body and a corps. 

The second method I draw from the literature is contemporary sculptor Tuck Langland’s emphasis on 

creating emotional accents, or contrasts, in a sculpture. The idea is to convey one main emotion and a 

contrasting emotion alongside it. This could for instance be implemented by giving a sculpture a stern 

facial expression paired with a delicate hand gesture (Langland, 1999, p. 55). I believe that this 

abstraction can emphasize the sense that a sculpture is not meant to capture a “realistic” snap-shot in 

time, but rather collect and present a time-series of observations, more akin to how humans experience 

each other. 

Creating a sense of flow between shapes is crucial to me in order to achieve a sense of movement and 

cohesion. It is however quite challenging since I expect to work a lot with negative space and patches 

of sheet metal. The third method I draw on from the literature is to consider the so called continuation 

of lines. These are imagined lines between outlines of, for instance, the front of the thigh and the back 

of the calf. These outlines are invariably s-shaped (Lanteri, 1985, pp. 130–132).  

I suspect that when working with layers of sheet metal, rather than compact clay, it may be possible to 

more explicitly indicate these continued lines in order to emphasize the figure’s sense of flow.  

The repetition of s-shapes in the human body is to me an example of how the figure can be thought of 

as built from self-similar shapes in different scales. Within the human body there are systems that are 

fractal (Mandelbrot, 1967). For instance blood vessels and nerves divide up into similar but smaller 

branches. At several scales these “trees” have the same shape (West, Brown, & Enquist, 1999). A 

simple shape that is repeated in different sizes with slight variations is something that humans have 

seen in rocks, plants, and animals for all of our existence, long before reason developed as our 

foremost advantage.  

My intuition is that these types of shapes could provide an abstraction that helps bypass reason and 

bring a greater connection with the body. It may be possible to make use of such shapes in different 

sizes to build up the interior, and parts of the surface, of a figurative sculpture.  

I have already worked with building up larger surfaces using many smaller pieces. At this point I 

could do that in a way that more closely resembles how nature distributes fractured shapes. Ice that 

cracks often have a few larger pieces and many smaller.  
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I have already introduced two artistic references in the background section. There are several more 

like these that I consider as examples of how to abstract the human figure using textured and 

dissolving surfaces.  

 

Pol Codina Font. Forged iron. (kunstkat, 2013) 

In this sculpture Pol Codina combines smaller pieces of iron to create a whole, riddled with several 

small holes. In this case the sculptor forged a face. Although it is well executed, it does highlight the 

difficulty of achieving features that all viewers find convincing. I for instance notice how the corners 

of the lower lip appear to be protruding too much in this photo. Had the face been forged with an 

overall lower level of detail I might not have noticed this. I see this as a lesson for myself to consider 

leaving out details and err on the side of abstraction. 
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Angel Ramiel by Blake Ward, 2013. Cast bronze. 

Sculptor Blake Ward (2017) approaches contemporary issues like explosives left behind after wars, as 

well as more timeless phenomena such as spiritual beings. In the case of the sculpture Angel Ramiel I 

like the contrasting colors of the inner and outer surfaces, as well as the play between the browns and 

greens of the outer surface. I mainly appreciate the clear overall shapes paired with the rough surface 

and interior. 
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Age Quod Agis by Jordi Diez, 201*. Fabricated steel. 

Jordi Diez (2017) creates bodies from strips of steel. Some of his work is more like portraits and 

others, like Age Quod Agis, has greater abstract and symbolic qualities. According to the artist this one 

speaks to how the present moment is a bridge to eternity. I like the play between the more developed 

area and those that are dissolving. 
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Venus by Lou-Brice Leonard, 20**. Cast concrete. 

Lou-Brice Leonard (2018) is a sculptor and film maker that plays with materials, for instance by 

allowing modern glass and concrete return to a more natural state: Both in terms of their superficial 

shapes as well as their underlying physical properties. He creates shapes that are smooth and flowing 

while the details can be hard, jagged, and crystalline. As with the other sculptures referenced here the 

empty space is an important part of the expression. 

 

The Balance between Representational and Abstract 

Having established some methods for abstracting the body, I now relate how the perspectives of the 

body as concept, object, and process have guided me.   

 

The Body as Concept 
A motivation for this project was to remember the body in a modern time of reason and technology. 

During this project I have come to realize that I want to keep the concept behind my sculptures as 

simple as possible. The primary concept I am working with is therefore the tension between the 

archaic and the contemporary. I want to keep the concept reasonably free from value judgments and 

mainly encourage the viewer to remember the primitive roots of our bodies. From the perspective of 

art history my concept is about celebrating figurative art within the field of contemporary and applied 

arts. 
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Underneath this quite straightforward concept there are layers of other ideas. Connecting back to what 

I mentioned in the background about the Hero’s journey I have circled back around the hero 

archetype. The image of the hero is closely tied to the male physique in archaic times. The Greeks 

praised the male torso in the gymnasium, in sculptures, and in muscle armors. The Romans carried this 

cuirasse esthétique forward to Renaissance artists (Buchbinder, 2012). This has come to refer to the 

overly idealized male torso but interestingly original Greek muscle cuirasses are often realistically 

muscled.  

I am not trying to make sculptures that look like armors, but I realize that the association will always 

be there. The concept of the cuirasse esthétique may be the discourse that helps me bridge the divide 

between sculpture and armor. 

 

The Body as Object 
I chose to manifest the concept in objects as straightforward as I can think of by aiming to combine the 

handcrafted body with industrially shaped stock material, for instance rectangular pieces of sheet 

metal or steel beams. 

In working on my objects I have not thought so much about the toolbox for abstraction detailed earlier. 

I have been able to move a lot of the decisions from the conscious, rational, mind to the more intuitive, 

bodily realm. One thing that I have had to consider more explicitly is the figures’ poses. I am 

interested in making dynamic poses. It is however difficult to body cast dynamic poses. Lanteri is 

quite determined that single figures should be posed more statically and balanced, whereas 

compositions involving two or more figures can be more dynamic (Lanteri, 1985). For these reasons I 

went with a classical contraposto for a male figure and a simple, slightly turned, torso for a female 

figure.  

 

 

Right-hand side of male figure in progress next to plaster cast. 



 

33 

 

Using a torch instead of the forge gives more clearly defined areas of different colors from the heating 

and forging. This gives the metal a marbled look. 

 

Close-up of the right-hand side of the male figure in progress. 

Using one and a half millimeter mild steel has worked well. There are good reasons for trying thicker 

sheet metal but I stuck to this dimension throughout the project. 
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Left hand side of male figure in progress. 
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Attempt at creating a bottom half. 

I tried to manifest my overall concept by combining the handcrafted body with industrially shaped 

stock material in the bottom half of the figures. I did not allocate enough time for this and was not 

happy with where it was going. I therefore decided to accept that I may not be able to manifest the 

concept of the tension between the archaic and the contemporary as explicitly as I had hoped to do. By 

not making the body break up into simpler shapes I ended up quite a bit closer towards the literal 

representation of a body than I had initially intended. 
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The finished male torso. 
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The finished female torso. 
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The Body as Process 
The initial work I did in order to figure out how to streamline my process has helped me throughout 

the project. I have been able to decrease my energy expenditure while staying committed to the body 

and to handcrafting. I enjoyed the process of forging iron way more than I had anticipated. Forging the 

body allows me to be present in the moment and experience visceral feelings of accomplishment. It is 

an amazing sensation to feel like the metal comes alive – if only for an instance.  

The term visceral has been with me in the back of my mind since the start of this project as a concept 

that overlaps somewhat with the term body. According to the Merriam-Webster.com dictionary the 

term can mean:  

1: felt in or as if in the internal organs of the body : DEEP// a visceral conviction 

2: not intellectual : INSTINCTIVE, UNREASONING// visceral drives  

(“Visceral,” 2019) 

 

Turns out this semester ended up way more visceral than intended. My wife had to go to the hospital 

for pre-eclampsia (“havandeskapsförgiftning”) at the start of April. After two weeks of her staying in 

the hospital – and me going back and forth between Trollhättan and Dals-Långed – her condition 

deteriorated to the point where the hospital staff had to perform a caesarean in week 28 of her 

pregnancy.  

Sitting down for hours at a time in a clean and silent room with a premature baby attached to life-

support by half a dozen cords and tubes was a very different feeling to that of working in a loud and 

dirty workshop. As the situation stabilised after another week at the hospital, I was able to go back to 

Dals-Långed to be with our other two kids, and for working on my exam project. Due to this 

unforeseen event my schedule has been severely disrupted and my subjective feelings of health and 

energy have suffered. Had I not already streamlined my process it would have been very difficult to 

bounce back.  
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Discussion and Reflection 

In this section I share insights gained during this project that do not relate directly to the production of 

objects, for instance the examination experience. The examination presentation allows students to 

share the ideas behind their artwork with a larger audience. Unfortunately, it was the day before the 

examination that I had to rush to the hospital to take care of my baby as my wife had gotten too sick to 

manage the situation alone. Luckily it was possible to reschedule my presentation to when the 

situation at the hospital was relatively stable again. I went through with the exam way less prepared, 

and in a much more exhausted state, than I would have hoped. Despite this, and thanks to inquisitive 

questions by the opponent, I feel that I was able to share the ideas behind my work. I am also very 

thankful to all the people that showed up for my unscheduled presentation.  

My tutor Tobias and a fellow student, André, took care of everything related to displaying my objects 

and my process in the exam exhibition in Dals Långed. Without that help I would not have had a 

chance to go through with the presentation on time. It was great seeing how other people decided to 

display my objects. This gave me something to react to once I was tasked with setting up my objects 

again for the main HDK exam exhibition in Göteborg. During that exhibition I decided to place the 

figures side by side, a bit over a meter apart, with their fronts inwards. This indicates that the bodies 

could communicate, while still making it clear that they are separate objects. The one down part to that 

experience was that I did not receive any direct light at the front facing the entryway of the exhibition. 

The torsos were therefore not painted in light the way that dark steel needs to be in order to reveal its 

shape. 

During my research into exactly what concept I wanted to work with I learnt about a type of mythical 

beings that combine many of the archetypes I am interested in: The Korybantes, related to various 

other entities such as the Kouretes, the Kaberoi, or the Cabiri. The source material is sketchy. What 

seems to be clear is that they were deities that carried shield, spear, and armor into a dance of mad 

abandon in order to protect the newborn Zeus from being eaten by his father Cronos. Thus facilitating 

a balance in the exchange between Cronos and Zeus mother, Mother Earth. Known for their magical 

powers and for their metalwork, the Korybantes were usually men but their numbers could also 

include women (Atsma, 2017; Faber, 1803; Hubert, 2000).  

I have not gone far into this subject for my exam project but it is worth mentioning here, as these 

myths have influenced me when I have been thinking about the continuum between the primitive or 

archaic, and more recent eras. 

Reading these myths in the light of the Hero’s Journey they are beings positioned between the old 

order (former heroes that have become tyrants over time) and the new generation of heroes tasked with 

breaking the stagnated status quo and bringing about a new order. An order more suited for the current 

iteration of life. This illustrates the idea of a circularity where new heroes arise to dispatch the old 

order. The Kaberoi appears to occupy a middle position, where they both represent the primitive order 

and the resistance towards it (Hubert, 2000, p. 121). The meaning I project on these archetypes is that 

they represent some form of tension, or balance, between (what was then) the archaic and the 

contemporary.  
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Conclusion 

I began this report by sharing my interest in the body as concept, as object, and as process. The 

underlying motivation was to remember the body in a modern time of reason and technology. The 

purpose was to create body-centered objects that speak for themselves without requiring significant 

amounts of explaining and reasoning. I also wanted to explore how I could minimize the energy 

expenditure involved in making, while not compromising my body-centered focus. 

In my project I was guided by two questions. I restate them and summarize my conclusions below. 

How can I find the balance between the overly representational and the overly 

abstracted figure?  

At a glance my results are leaning too much towards the representational side compared to what I was 

aiming for. There are not enough of the shapes breaking up and becoming more abstract. I have 

however built both my intellectual and intuitive knowledge about the “how” of finding this balance, 

through research and try-outs.  

On another level abstracting is about communicating the essence of a motif or a concept, as opposed to 

direct copying. This is something I find that I have been working with a lot. I have hammered metal 

and fitted it to my own (and model’s) body, I have adjusted and compared, and changed it based on 

my intentions. From this process centered perspective, the end products are incidental. Working with 

bodies, and with my own body and its strengths and weaknesses became a thing on its own. 

The main concept I wanted to communicate was the tension between the archaic and the 

contemporary. When seeing my sculptures in the context of the other work exhibited by the HDK 

graduates I most definitely sensed this tension. Both between my work and other work. But also within 

my own work. The demarcated pieces of overlapping sheet metal signals contemporary metal art, 

while the armor forging techniques and bodies clearly connect with the past. 

 

The back of the male torso. 
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How can I minimize the energy expenditure involved in making, while not 

compromising my commitment to the handcrafted? 

This question was of the greatest practical importance for guiding my project. In the end I also found 

that this became more than the practical question it was intended to be: It provided conceptual fuel. 

The sizes of the pieces I worked with was often chosen based on what would minimize my energy 

expenditure. Too small and there would be too much work fitting pieces together. Too large, and they 

would be too heavy and unwieldy. The abstractions, and the conceptual work at large, was inspired by 

responding to this question. 

In the end I did not come out of this project feeling in great health. The issue with the premature birth 

put a lot of weight on me and made me work for weekends, as well as for longer hours each day, in 

order to have a chance to catch up.  

 

 

The back of the female torso. 

I would like to end this report by glancing forwards in time. Although I have gained so much by this 

process, I have also identified plenty of areas to develop in future endeavors. From a purely practical 

perspective I need to home in on what kind of equipment and tools I need to own or access. 

Strategically, I need to consider how to bring more of my ideas into life in a shorter time span. I, for 

instance, could learn more about 3d-scanning smaller clay maquettes or life models. And use these 

scans for 3d-modelling and big format 3d-printing. One application of this would be to build volumes 

in 3d-printed materials and combine those with hand-forged steel.  

I have plenty of ideas to work with for the conceptual part of making sculptures. It is however very 

difficult to chose and frame ideas in a way that is understandable both to the average audience, while 
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still being relevant to the contemporary art and applied arts world. This is the least concrete area I 

need to work with, but probably also the most important for my future professional life. 
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