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1. INTRODUCTION

Sculpture as the shaping of material into meaningful or beautiful
form has always been a language of at least two dimensions,
but it can be also more. During the 21st century, the field of
sculpture progressively approaches the spheres of cognitive
and psychological activity creating the potential of what has
been called the mind-building sculpture. This paradigm does
not only place the artwork as the object of observation but
also presents and behaves as a significant active agent in the
building of mind led structures such as beliefs, perceptions,
emotions, and introspections (Noe, 2004).

Mind-building sculpture has become a kind of anchor in a world
where there is sensory and visual overload and passing digital
interactions (Lippard, 1983). However, mind-building sculpture
provides a reflective pause in which the reader will be immersed
in a deeper, more unconscious experience of their internal
processes (Lippard, 1983). Art is really a thing that starts in the
mind, exists in the mind, rolled over and rolled over again before
realizing expression. The artist wrestles with what is in his head
and what he puts forth transforming and reforming until there
is a concurrence between the art that is inside and the art that is
outside. In some ways and at some time, there might be quite a
bit of dissimilarities between the two.

2. LITERATURE REVIEW

As a thought-investigating sculpture, the concept refers to a wide
range of art practices which focus on sculptural form to convey
the cognitive and emotional interest of spectators. The wording
implies a twofold direction toward the materiality of the sculpture
and its ability to stimulate, think, reflect, and promote a new
perception of self and the world around. As such, this literature
review will discuss important themes, historical contexts, and
contemporary dialogues of mind-building sculpture.

2.1. Historical context

Within the context of the role of sculpture in human experiences,
sculpting has been recognized as the driving force to human
experience since ancient civilizations. Through the monumental
sculpture of the Greeks and Romans, who worshipped the body
and its heavenly associations, to the complex sculpture of the
religious world of the Middle Ages, art has always been a medium
of the representation as well as interpretation (Gombrich, 1995).
With the advent of modernity, artists started venturing into
abstraction and conceptual networks, thus giving rise to the
development of sculpture which is more participatory into the
psyche of the viewer (Bishop, 2005).

2.2. Modern and contemporary sculpture practices
Although the 20th Century saw a major shift in the sculptural
practices, advances like the Cubism, Surrealism and
Minimalism, prompted artists not only to visually experiment
with what materials and forms comprise a sculpture but also
with the psychological aspects of looking at and reacting to
art (Barr, 1948). Other artists like Henry Moore and Barbara
Hepworth added a more natural, psychological interpretation
of sculpture and these artists placed more importance on the
dialogue between the mind of the viewer and the actual work
itself (Kwon, 2002).

2.3. Cognitive engagement and viewer interaction

The sculpture as mind-building proposes viewers to think the
mind over which it stimulates them to discover the inner mental
realms. The term itself includes works that affect wayfarer and
trigger curiosity and help develop inward thinking. This is
what Anish Kapoor and Olafur Eliasson have done, with their
installations attracting more interest than drawing people into
form and space but emotionally or intellectually addressing
people (Elliott, 2010). Elements of light, reflection and spatial
dynamic are typical features of the works and create the
surround experience that defies the boundaries of the physical
and the psychic.

2.4. Psychological and emotional dimensions
Psychological effects of the sculpture on the viewers became
the centre of interest amongst the theorists as well as artists.
Artworks by artists like Louise Bourgeois and Richard Serra
are more personal and rooted in the memory, telling histories
and creating sculpture as a way of expression, a method of
communication in complex emotional spaces (Krauss, 1985).
The incorporation of domestic and organic elements to discuss
themes of anxiety and memory in the works of Bourgeois
reflects the way sculptural productions can be metaphorical
description of mind (Gehlen, 2017). It is likewise through Serra
primarily mass steel constructions that compel the viewer
to experience his or her bodily existence as well as a spatial
orientation thus making the viewing experience an essential
part of the sculpture making.

2.5. Neuroscience and artistic perception

More recent debate has started to incorporate neuroscience
discoveries into the interpretation of the effects of sculpture
on the perception and minds of viewers. Some studies have
shown or rather revealed how the act of looking at art activates
several regions of the brain that deals with sight, emotions as
well as social thoughts (Chatterjee, 2010). The meeting point
of neuroscience and art brings a new dimension to define the
implication of mindbuilding sculptures because it is possible to
argue that sculptures can actually have the power to influence
how an individual builds meaning and relations with the
surrounding.

2.6. Case Studies/Public Art and Community Engagement
Examples of the successful sculpture mind-building in building
collective memory and community involvement include
the Vietnam Veterans Memorial carved by Maya Lin, which
are situated in the open areas. This simple but delicate piece
of work promotes thought and discussion about losses and
memory (Weber, 1999). The form of the memorial also turns
the physical place into the familiar process of reflection by
the viewers forcing them to face the historical narratives on a
personal level.

2.7. Interactive Installations

Further indicators of the possibilities of mind-building
sculpture to generate discourse and discovery can be identified
in interactive art installations by Yayoi Kusama and teamlab.
Immersive environments created by Kusama encourage people
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to enter the space, transforming their notion of their space
and identity by means of repetition and endlessness. Teamlab
digital exhibitions use technology to bring together the physical
and digital realms to bring about the exhibit experiences that
can prompt the viewer to get physically involved with the
environment (Biahop, 2021).

Visual arts Mind-building sculpture is a developing art form
which focuses on the significance of viewer interaction, the
creation of emotional impact, and of thought-provoking
consideration. With artists experimenting with the traditional
sculptural practice keeping boundaries more permeable, the
interaction between material and mental aspects of art is
becomingly of more importance. This discourse is enhanced
by the increased attention on the psychological impact of art
on the audience- aspects of neuroscience included. Additional
studies should further find out more about how mind building
sculptures can be used to build further attachments between
people and their surroundings and eventually lead to a deeper
comprehension of human experience through art.

3. METHODOLOGY

This study adopts an interdisciplinary methodology that
draws from cognitive psychology and phenomenology theory
to interpret sculpture. It involves analyzing the cognitive and
perceptual processes engaged in both the creation and reception
of sculptural works. The method emphasizes how memory,
emotion, and sensory interaction shape a viewer's encounter
with sculpture. By examining past and contemporary writings
on sculpture and perception, the study explores how sculptures
serve as mind-building forms that provoke emotional self-
discovery and foster meaningful viewer interaction within the
context of visual art.

3.1. Theoretical framework: space, form, and cognition
Space, form, and human cognition have been a long-time
preoccupation of artists and more importantly philosophers.
Maurice Merleau-Ponty underlines the point embodiment of
perception, what he poses thinking as embodied in our sense of
direct contact with the world (Merleau-Ponty, 1962). Sculpture
makes exclusive use of this embodied interaction. The study
of current neuroscience is corroborating, showing that some
spatial and tactile stimuli are able to stimulate parts of the brain
associated with memory, reasoning as well as emotion (Zeki,
1999). Designers of sculptures produced to this interaction
create forms that generate thinking experiences through sense
experience.

On the other hand the sculptor uses sensory sculpture involving
many kinds of material to appeal a multiplicity of senses
definitely not the sight. Certain materials used in sculpture
create a feeling of various visual aspects. But it is not about
sensory materials but it is about embodied nature of perception
of certain sculptures though materials are not neutral but
metaphoric.

3.2. Materials as mental metaphors

Materials have a role in mind-building sculpture, they are an
active vehicle of metaphor. On the other hand, the concave and
mirrored surfaces that Anish Kapoor utilizes beg the audience

into a twisted reflection of self thus blurring perceptual stability
(Danto, 2001). In the same way, Ai Weiwei, Fragments (2005)
restructures ancient architectural resources to pit historical flow
and state authority (Smith, 2011). Stone material, glass material,
metal material, and used pieces of debris have cognitive states
such as fragility, permanence, distortion, and memory. They act
as haptic writings that encourage intellectual and emotional
signified. These may be either textural materials: textile, paper,
metal or plastic foundation or sound materials: wind chimes
or any hard materials such as pearls, marble and bone. Such
are used by the sculptors in making the wind sculptures, the
soft sculpture (Fashion Designing), the woven sculptures and
invincible sculptures that attract sense instead of seeing.

3.3. Interaction, participation, and transformation

This is unlike painting or photography which in most cases
required physical accommodation of the sculpture through its
tactile nature. Site visitors have to walk over, under or through
sculptural pieces and experience them in a manner that is hard
to distinguish the observers and the participators (Bishop, 2005).
In the another place by Antony Gormley (1997), one has sense
of meditative feeling of the psychological sense of solitude and
death when the life-sized figures appear on the beach (Curtis,
2015). Motion sensors, sound and light are increasingly being
found in interactive installation and reinforce the notion
that art is an event of participation (Ascott, 2003). In these
circumstances, the sculpture serves as a medium of a space
shaping, along with behavior and consciousness. Tactual
quality is the physical features of the sculpture. The artist
applies it to bring about a meaning and it attracts or deterrs
viewers to be in apprehension of a sculpture. It, therefore,
becomes the instrumental end of perception. It is among all the
keys which open the secret of a sculpture to the senses and it
is also at the core of apprehension, expanding the knowledge
of the viewers in order to call the knowledge on the premises
of the appreciation. With this kind of sculpture, its teaching
potentials among others are very deep.

3.4. Key findings

This study presents a cognitive and formal analysis of Fig.
1: Crown Head, a monumental sculptural work symbolizing
mind-building and communal engagement through form,
structure, and spatial design. The sculpture is segmented
into four major elements—the crown, face, neck, and
staircase shoulders—demonstrating a fusion of architectural
and anthropomorphic elements. The crown, constructed
with tiered ovals, tensile pillars, and arc-walls, evokes both
physical elevation and symbolic ascension, guiding viewers
through a visual narrative of transformation and memory. The
work emphasizes spatial perception, emotional introspection,
and embodied cognition by manipulating linear perspective,
convexity, and voids. Contextually, it evokes themes of
royalty, loss, and unfulfilled wealth, presenting a reflective
experience rooted in cultural symbolism and communal
identity. The sculpture thereby serves as a model of cognitive
and environmental interaction in contemporary visual art,
blending phenomenological interpretation with psychological
and emotional dimensions.
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4. RESULTS AND DISCUSSION

The analysis of Fig. 1: Crown Head reveals a multidimensional
sculptural practice that transcends conventional aesthetic
considerations to operate as a medium for cognitive engagement
and cultural reflection. The segmented composition—
comprising the crown, face, neck, and staircase shoulders—
presents an integrated framework that harmonizes architectural
design with anthropomorphic form. Each component functions
not only as a structural element but also as a symbolic vessel
carrying meanings tied to identity, memory, and socio-cultural
legacy.

The crown, constructed through layers of oval shapes, tensile
connectors, and arc-like walls, conveys a deliberate intention
to elevate perception—both literally and metaphorically. It
acts as a visual metaphor for mental and societal elevation,
suggesting intellectual ascension, spiritual yearning, and the
burden of inherited tradition. This verticality invites the viewer
to look upward and inward, encouraging reflection on status,
aspiration, and collective history.

The facial structure, though monumental, retains a sense of
intimacy through its stylized expression, evoking emotional
resonance. Its simplified, abstracted features encourage a
projection of personal and cultural memory, transforming the
face into a mirror of communal identity and psychological
familiarity. Meanwhile, the neck and shoulders, stylized as
staircases, not only support the overall structure but imply a
journey—both physical and cognitive—toward understanding,
responsibility, and transformation.

In terms of formal strategy, the manipulation of spatial
elements—such as linear perspective, convex surfaces, and
strategic voids—creates a dynamic visual field that fosters
embodied perception. Viewers are not passive spectators but
become participants in a spatial dialogue, moving around and
through the sculpture to reconstruct meaning. This aligns
with phenomenological theories of perception in which art is
understood as an event that unfolds in the lived experience of
the observer.

The contextual dimension of the sculpture brings additional
layers of interpretation. It reflects themes of royalty, cultural
heritage, unfulfilled economic promise, and the weight of
memory. The crown can be read as a symbol of both power
and absence—its grandeur hinting at lost wealth or unrealized
communal potential. This duality introduces an emotional
ambivalence that deepens the cognitive engagement of the
piece.

Ultimately, the sculpture emerges not merely as a visual object
but as a cognitive environment—a space where form, memory,
and emotion converge. It promotes introspection and dialogue,
situating the viewer within a narrative of cultural resilience,
psychological complexity, and environmental awareness. The
work exemplifies how contemporary sculpture can function as
a tool of mind-building, engaging audiences intellectually and
emotionally through form, symbolism, and interaction.

Figure 1. Crown head (a Student’s Class Assignment, 20 cm x
30 cm).

This is a Copy of the original; the original Source is not known
to the Writer but is sufficiently credited.

5. CONCLUSION

Mind-building sculpture is a point where material, perception
and cognition come together. It also changes spectators into
thinkers and promotes self-search, recollection and sense-
making. When one shapes form, one shapes thought; and when
he shapes thought he shapes society. Under the condition of the
world crises of attention, empathy and identity, the sculpture
appears a powerful method of reconstructing the inner
structure of the human mind and the Figure 1: Head Crown is
particularly suitable in this respect.

Again, the writer acknowledges the fact that the original work
belonged to an unknown artist whose art was commissioned
only to his knowledge by a student as a class assignment.

RECOMMENDATIONS

The pedagogical used of sculpture is becoming acknowledged
in education design and in being used in the public works.
Installations art is not a decoration because it makes people ask
questions and think. As such, a physical experience of abstract
thinking can be experienced through sculptural objects such
as Jean-Luc Marion Square of Opposition, which represents
logical contradiction through sculpture (Marion, 2000). It has
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been revealed that art that found its place in the learning
setting will allow enhancing the critical thinking process,
spatial reasoning, and emotional self-regulation (Winner et al,
2013). Mind-building sculpture is therefore practically useful in
developing reflective and adaptive learners and hence should
be prescribed because of their educative values among others.
With the developing of advanced interfaces between digital
and biological systems, the sculpture in future has to be an
environment that feels and reacts with the mind itself. It is now
possible to employ Al-driven art, neuro feedback sculpture, or
augmented reality space that will respond in real time to the
emotional or cognitive state of the viewer (Wilson, 2010). All
these inventions bring the chisel/gauges/spatula of the sculptor
to the world of the imagination. Artists will continue playing
the role of cognitive architects and build experiences that help
develop resilience, empathy, and perspectives taking skills,
which are so direly necessary in the new complicated world
(Bennett, 2018).
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