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Preface  
 

 

When in January 2007 Auguste Rodin’s stolen and heavily damaged Thinker from the Singer 

Laren museum was recovered by police officers, few of the people involved could have 

anticipated this would be the subject of a doctoral thesis. Although the vandalisation heavily 

damaged the integrity of the sculpture, it also provided a unique opportunity for research into 

treatment options as well as art technological aspects of its fabrication, the results of which 

are presented here.  

 

As a conservator with a life-long interest into making processes, it was obvious for me that 

the focus of this study would veer towards the art-technological aspects of art works. 

It has always struck me, as a practitioner, that the manual aspects of the process of art in the 

making usually receive little attention. Specific intricacies of manual techniques, often the 

result of years of experience of the artist in question and his collaborators, are essential for the 

execution of an object and determine not only to a large extent its appearance but also its 

future condition. It is this condition of the object that initiates the involvement of a 

conservator, who is by nature wondering what is really original to the object, and what the 

result of deterioration over time. This has happened to me also many times when examining 

historic bronzes and has triggered my interest into the specifics of moulding and casting, lost 

wax as well as sand mould casting.  

 

Close study of bronzes usually reveals an array of technical features, ranging from core 

material, armatures, core pins to core plugs, foundry patches and repairs. Some of these were 

carried out by the original foundry, while other features were carried out later. The foundry 

related features can provide important information on the working methods of the foundry and 

can be used as a tool for authentication and dating of the bronze. While most of my questions 

regarding lost wax casting could be answered by technical literature or consultation of 

colleagues, this was not the case with sand mould casting, a situation which prompted my 

interest in this founding technique. Casting in sand mould is often considered to be an inferior 

way of casting, more suitable for producing large runs of decorative and household items and 

not so much the great works of art. However, over the years I have handled and examined 

many objects, produced in sand moulds, of very high quality, equalling and sometimes even 

technically surpassing lost wax castings. The more I discovered on sand moulding and casting 

the more I felt that its reputation was not deserved. 

 

The use of sand as a moulding and casting material is fascinating and has an intriguing 

history. What struck me most during my research was the ingenuity and skill of the moulders, 

being able to fabricate very complex moulds in a material that is extremely difficult to 

manipulate, a craft now virtually lost. I sincerely hope this thesis will contribute to a greater 

understanding and appreciation of sand mould casting and will benefit those involved in the 

study of sand mould cast objects and bronzes in particular. 
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Author contributions 

 
The research presented in this thesis has resulted in various papers.1 Some of these were co-

authored. Of one of these papers, 3-D imaging as a research tool for the study of bronze 

sculpture, parts have been incorporated in this thesis in the form of sub-chapter 6.7 A 

comparison between Thinkers using 3D imaging.  

I have used only those parts of the paper that were my original contribution. Of the three co-

authors, Ronald Street, David Thurrowgood and François Blanchetière, only Ronald Street 

has contributed written text to the paper: the last section of paragraph Technological research: 

discussing the alignment of 3D scans and the paragraph Accuracy of 3-D imaging.  
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