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House, 1993

This is one of about 200 talks | am recording on the History of Western Art. The
talks are divided into sections and this is Section 61 on Recent Artists, episode 10
on Rachel Whiteread, a British artist whose best known works, House, is shown
here. Another well known work we will see later is the Holocaust Memorial in
Vienna, a squat, solid concrete building whose walls show the imprint of
thousands of books.

BIOGRAPHY OF RACHEL WHITEREAD (B. 1963)

. 1963 — Rachel Whiteread was born on April 20 in Ilford, Essex, UK. She grew up
in a creative household—her mother, Patricia Whiteread, was an artist, and her
father, Thomas Whiteread, was a geography teacher. This early exposure to art
and an analytical approach to space and structures would later influence her
sculptural practice.

. 1982 — She began her formal art education at Brighton Polytechnic, where she
studied painting. However, she soon became more interested in sculpture, as
she found it better suited to her fascination with physical spaces and negative
forms.

. 1985 — Whiteread enrolled at the Slade School of Fine Art in London, where she
trained under the sculptor Phyllida Barlow. During this period, she started
experimenting with casting techniques, particularly using plaster, concrete, and
resin to create sculptures that captured the negative space of objects.

. 1988 — She exhibited her first major work, Closet, a cast of the interior of a
wardrobe covered in black felt. This piece set the stage for her later career,
establishing her signature approach of preserving the unseen spaces within



everyday objects.

. 1990 — Whiteread gained critical attention with Ghost, a full-scale plaster
cast of the interior of a Victorian room. This haunting work, exhibited at the
Chisenhale Gallery in London, was praised for its poetic evocation of
absence and memory.

. 1993 — She created House, her most famous and controversial work. It was a
full concrete cast of the interior of a Victorian terrace house in East London,
which was subsequently demolished despite public outcry. House won the
Turner Prize, making Whiteread the first woman to receive the prestigious
award.

. 1998 — She was commissioned to create Water Tower, a translucent resin
cast of a rooftop water tower in New York City. That same year, she
represented Britain at the Venice Biennale, further cementing her
international reputation.

. 2000 — Whiteread completed the Holocaust Memorial (Nameless Library) in
Judenplatz, Vienna. The concrete structure, resembling a library with its
books turned inward, serves as a powerful tribute to Austria’s Jewish victims
of the Holocaust.

. 2001 - She was commissioned to create Monument for Trafalgar Square’s
Fourth Plinth. The work, a transparent resin cast of the plinth itself, inverted
the idea of a traditional statue, questioning the nature of commemoration.

. 2005 — Whiteread filled the Turbine Hall at Tate Modern with Embankment,
an installation made up of thousands of white polyethylene casts of
cardboard boxes. Inspired by her late mother’s belongings, the work
explored memory, loss, and everyday objects.

. 2013 — She began work on Detached, a series of concrete casts of

abandoned garden sheds. These sculptures, capturing the voids of small,
overlooked spaces, reflected themes of isolation and preservation.

. 2015 - She contributed US Embassy Windows to the new US Embassy in
London, embedding her translucent window casts into the architecture. The
work subtly commented on transparency, security, and diplomacy.

. 2016 — Whiteread installed Cabin on Governors Island in New York, a
concrete cast of a wooden shed positioned against the city skyline,
reinforcing themes of solitude and urban space.

. 2022 — She unveiled Internal Objects, a series of ghostly white casts of
makeshift structures, reflecting displacement and the fragility of home.



. Today, Whiteread continues to be one of Britain’s most significant sculptors,
with her work housed in major collections worldwide.

RACHEL WHITEREAD PSYCHOLOGICAL PROFILE (BY PERPLEXITY)

Rachel Whiteread's negative spaces suggests a mind drawn to hidden
aspects of everyday life and a reflective and introspective nature. Her
reinvention of traditional casting technique shows she is creative and will push
conventional limits. Her use of everyday objects which she charges with
emotional power makes it clear she is a profoundly emotional person yet as
the first woman to win there Turner Prize she is also resilient and determined.
The Holocaust Memorial in Vienna exhibits her social and political
consciousness and her search for new ways to see the world inside out shows
she also is intellectually curious. This psychological profile paints a picture of
an artist who is deeply thoughtful, innovative, emotionally attuned, socially
conscious, resilient, and intellectually curious. These traits have likely
contributed significantly to her unique artistic vision and successful career.

Introspective and Contemplative

Rachel Whiteread's art demonstrates a deep introspection and contemplation
of space, absence, and memory[1][2]. Her focus on casting negative spaces
and exploring the unseen suggests a mind that is drawn to the hidden
aspects of everyday life, reflecting a thoughtful and observant nature.

Innovative and Boundary-Pushing

Whiteread's approach to sculpture, which "singularly reinvented the
traditional casting process," indicates a highly innovative and boundary-
pushing personality[3]. Her willingness to challenge established norms in art
demonstrates creativity and a desire to push beyond conventional limits.

Emotionally Sensitive

The artist's ability to imbue ordinary objects with emotive power and create a
sense of the uncanny reveals a keen emotional sensitivity[3]. Her works often
evoke powerful psychological reactions, suggesting she is attuned to the
emotional resonance of spaces and objects.

Socially and Politically Aware

Whiteread's public works, such as the Holocaust Memorial in Vienna,
demonstrate a strong social and political consciousness[2][6]. This suggests
she is deeply aware of and engaged with broader societal issues, using her
art as a medium for commentary and reflection.



Resilient and Determined

Winning the Turner Prize as the first woman recipient and facing both acclaim
and criticism for works like "House" indicates a resilient and determined
character[2][4]. Whiteread appears to have the strength to pursue her artistic
vision despite potential controversy or opposition.

Intellectually Curious

Her diverse influences, ranging from architecture to literature, and her
ongoing investigation of domestic spaces suggest an intellectually curious
mind[1][6]. Whiteread seems to constantly seek new perspectives and ways of
understanding the world around her.

CITATIONS FOR THE PROFILE:

[1] https://www.koozarch.com/interviews/ciphers-of-space-interview-with-
rachel-whiteread

[2] https://en.wikipedia.org/wiki/Rachel Whiteread
[3] https://www.theartstory.org/artist/whiteread-rachel/

[4] https://www.britannica.com/biography/Rachel-Whiteread
[5] https://the-talks.com/interview/rachel-whiteread/

[6] https://www.luhringaugustine.com/artists/rachel-whiteread
[7] https://www.tandfonline.com/doi/full/10.1080/14702541.2022.2137734
[8] https://www.nga.gov/collection/artist-info.28614.html

RACHEL WHITEREAD QUOTES

"Seeing a great piece of art can take you from one place to another—it can
enhance daily life, reflect our times and, in that sense, change the way you
think and are."

"l don't want to make plop art — sculpture that just gets plopped down in
places. | wouldn't want to litter every corner of the world with my sculpture.”

"We still have prostitutes standing on our corner, and people crapping round
the back of buildings. The charms are still there."

"I make all this stuff in the studio, but | also work on these white elephants —
like House or Untitled Monument — things that are incredibly ambitious, take
an awful long time to do, involve a lot of controversy, an awful lot of people,
and don't make any money particularly, but it's just because | need to make
them."


https://www.koozarch.com/interviews/ciphers-of-space-interview-with-rachel-whiteread
https://www.koozarch.com/interviews/ciphers-of-space-interview-with-rachel-whiteread
https://en.wikipedia.org/wiki/Rachel_Whiteread
https://www.theartstory.org/artist/whiteread-rachel/
https://www.britannica.com/biography/Rachel-Whiteread
https://the-talks.com/interview/rachel-whiteread/
https://www.luhringaugustine.com/artists/rachel-whiteread
https://www.tandfonline.com/doi/full/10.1080/14702541.2022.2137734
https://www.nga.gov/collection/artist-info.28614.html

"| think the difference between me and some of the other YBAs [Young British
Artists] was that | was ambitious for the work, and not ambitious for myself."

REFERENCES FOR THE TALK
https://gagosian.com/artists/rachel-whiteread/
https://en.wikipedia.org/wiki/Rachel Whiteread

[1] https://blog.fabrics-store.com/2019/09/16/rachel-whiteread-material-

space/
[2] https://en.wikipedia.org/wiki/Rachel Whiteread

[3] https://www.tate.org.uk/art/artists/rachel-whiteread-2319/five-things-
know-rachel-whiteread

[4] https://artscouncilcollection.org.uk/artwork/untitled-6-spaces
[5] https://www.britannica.com/biography/Rachel-Whiteread

[6] https://www.theartstory.org/artist/whiteread-rachel/

[7] https://lafeeculturelle.wordpress.com/2017/10/18/the-sculpture-magician-
rachel-whiteread/

[8] https://www.tate.org.uk/art/artists/rachel-whiteread-2319

[9] https://scholarworks.calstate.edu/downloads/pk02cb83v

[10] https://jessicataylortibbott.wordpress.com/2014/11/04/rachel-whiteread/
[11] https://publicdelivery.org/rachel-whiteread-embankment/

GENERAL REFERENCES AND COPYRIGHT

My talks and notes are produced with the assistance of Al systems such as
Perplexity, ChatGPT, Google Gemini and Microsoft Bing.

They are also based on information found on public websites such as
Wikipedia, Tate, National Gallery, Louvre, The Met, Oxford Dictionary of
National Biography, Khan Academy and the Art Story.

If they use information from specific books, websites or articles these are
referenced at the beginning of each talk and in the ‘References’ section of
the relevant page. The talks that are inspired by an exhibition may use the
booklets and books associated with the exhibition as a source of
information.

Where possible images and information are taken from Wikipedia under
an Attribution-Share Alike Creative Commons License.
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If | have forgotten to reference your work then please let me know and |
will add a reference or delete the information.
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Closet (1988)

Rachel Whiteread (b. 1963), Closet (1988)

. As always, let us start at the beginning. This is Rachel Whiteread standing in
front of her first major work, Closet. Closet was made in 1988 when she was 25
although | admit | have combined it with a photograph of her from 2012. Closet
is a cast of the interior of a wardrobe covered in black felt. This piece set the
stage for her later career, establishing her signature approach of preserving the
unseen spaces within everyday objects. By solidifying empty space, she called
it mummifying, air is made solid and the traces of humanity are left as marks
upon the absent surfaces. For her it invokes childhood memories of hiding in
closets.

. Talking about childhood, she was born in 1963 in Ilford, which is east of
London. She grew up in a creative household—her mother, Patricia Whiteread,
was an artist, and her father, Thomas Whiteread, was a geography teacher. This
early exposure to art and an analytical approach to space and structures would
later influence her sculptural practice.

. She studied painting at Brighton Polytechnic but soon became more interested
in sculpture, as she found it better suited to her fascination with physical spaces
and negative forms.

. Then in 1985 she enrolled at the Slade School of Fine Art in London, where
she trained under the sculptor Phyllida Barlow. During this period, she started
experimenting with casting techniques, particularly using plaster, concrete, and
resin to create sculptures that captured the negative space of objects.



REFERENCES

. https://www.luhringaugustine.com/press/rachel-whiteread-review-where-
memories-dwell-by-eric-gibson

. https://www.independent.co.uk/arts-entertainment/art/features/rachel-
whiteread-a-lesson-in-how-to-think-inside-the-box-8572470.html



https://www.luhringaugustine.com/press/rachel-whiteread-review-where-memories-dwell-by-eric-gibson
https://www.luhringaugustine.com/press/rachel-whiteread-review-where-memories-dwell-by-eric-gibson
https://www.independent.co.uk/arts-entertainment/art/features/rachel-whiteread-a-lesson-in-how-to-think-inside-the-box-8572470.html
https://www.independent.co.uk/arts-entertainment/art/features/rachel-whiteread-a-lesson-in-how-to-think-inside-the-box-8572470.html
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Rachel Whiteread (b. 1963), Ghost, 1

on steel frame, 269 x 355.5.x.3475"¢cm, National
GaIIery__cnc Art,-Gift'of The Glenstone Foundation

Rachel Whiteread (b. 1963), Ghost, 1990, plaster on steel frame, 269 x 355.5 x
317.5 cm, National Gallery of Art, Gift of The Glenstone Foundation

The room at 486 Archway Road where Ghost was made, with view of the
fireplace, 1990

Rachel Whiteread making Ghost at 486 Archway Road, 1990

. She rose to prominence in 1990 with this work Ghost, a concrete cast of a room
in a Victorian terrace house. At art school you are taught that the negative
spaces between objects is as important or more important than the objects
themselves. The negative spaces define the objects in space. Unless you focus
on the negative spaces the objects tent to float and look ungrounded. This
work, Ghost, is the negative space of a room and it established her reputation
as one of Britain’s most innovative sculptors.

. (CLICK) This is the Victorian living room which she cast in plaster. (CLICK)

. (CLICK) And this is Whiteread engaging in the manual labour required to cast
and assemble the room. Her intentions with Ghost were both personal and
universal. The work evokes nostalgia, loss, and the passage of time, recalling
childhood memories of domestic spaces. The choice of a Victorian house, a
quintessential part of British architectural history, speaks to wider themes of the
loss of heritage. At the time, many such homes were being demolished or
transformed, making Ghost a reflection on the disappearing urban landscapes.
(CLICK)

. The work was exhibited at the Chisenhale Gallery in London and later acquired



by the National Gallery of Art in Washington, D.C.

. Politically, many have seen Ghost as an early critique of housing policies in
the UK. The late 1980s and early 1990s Margaret Thatcher introduced
major housing reform, which led to significant social changes, particularly
in working-class communities. By casting an ordinary home's interior,
Whiteread preserved a fragment of a vanishing world, highlighting the
tension between permanence and impermanence.

. One of the more entertaining aspects of Ghost is the eerie, almost
supernatural effect it has on viewers. When people first encounter it,
many described a sense of displacement—what should be air was now
solid, and what should be familiar felt alien. Some visitors instinctively
reached out to touch the surface, expecting the warmth of walls rather than
the cold, rough texture of plaster.

. Anecdotally, Whiteread has spoken about the physical demands of
creating the piece. The process involved pouring plaster into an actual
room and carefully removing it, an undertaking that required intense
manual labour. At one point, she worried that the entire structure might
collapse before it was completed. This experimental, high-risk approach
became a hallmark of her practice.

REFERENCES:
National Gallery of Art — Ghost

https://www.nga.gov/collection/art-object-page.131285.html
National Gallery of Art — Rachel Whiteread making Ghost
https://www.nga.gov/features/slideshows/rachel-whiteread-making-

ghost.htm|
National Gallery of Art — In the Library: Rachel Whiteread's "Ghost"

https://www.nga.gov/press/exh/4048/ghost.html

National Gallery of Art — In the Library: Rachel Whiteread's “Ghost”
https://www.nga.gov/exhibitions/2018/in-the-library-rachel-whitereads-
ghost.html



https://www.nga.gov/collection/art-object-page.131285.html
https://www.nga.gov/features/slideshows/rachel-whiteread-making-ghost.html
https://www.nga.gov/features/slideshows/rachel-whiteread-making-ghost.html
https://www.nga.gov/press/exh/4048/ghost.html
https://www.nga.gov/exhibitions/2018/in-the-library-rachel-whitereads-ghost.html
https://www.nga.gov/exhibitions/2018/in-the-library-rachel-whitereads-ghost.html

Rachel Whiteread (b. 1963), House, 1993

Rachel Whiteread (b. 1963), House, 1993

. Ghost was a critical success and paved the way for her most famous work,
House (1993), a similar but more radical project that saw an entire building cast
in concrete. House gained national even international attention and sparked
debates about art, public space, and demolition—controversies that began with
Ghost.

« With House, she became the first woman to win the Turner Prize in
November 1993 for this work House a life-sized replica of the interior of a
condemned terraced house in Bow in London's East End. It took two years to
plan and was made by spraying liquid concrete into the building's empty shell
before its external walls were removed. House was completed on 25 October
1993 and demolished eleven weeks later on 11 January 1994.

* House also won the K Foundation award of £40,000 for the worst work of art of
the year. K Foundation threatened to burn the money unless it was accepted
so she gave it to charity. K Foundation burned £1 million the following year.

* Her negative spaces draws our attention to the forgotten spaces around and
within our everyday world and fixes them in time as public monuments. The
spaces around objects are normally occupied by human beings and so the
solidified spaces become symbols for our human presence while refusing us
entry. By removing the object and refusing its function the shapes express
absence and loss.

* The house took three months to complete and the other houses in the terrace



were demolished by Tower Hamlets, a London Borough leaving House in a
new park. It received thousands of visitors a day and rave reviews from the
critics. The chairman of the council Eric Flounders described it as a
monstrosity and its was demolished a month later. A critic described it as
the most extraordinary and imaginative public sculptures created by a
British artist in the twentieth century.

NOTES

+ Whiteread employs casting methods using plaster, rubber and resin which
are typically used as part of the process of making sculptures rather than in
the finished work. Her early work was personal and biographical but her
later works have become universal and their titles have become
straightforward, down-to-earth and descriptive. For Whiteread her
sculptures are metaphors for neglect of people and their environment in
Thatcher's Britain (Margaret Thatcher, Prime Minister, 1979-90, John Major
was Prime Minister from 1990 to 1997, followed by Tony Blair from 1997 to
2007).

« Rachel Whiteread (b. 1963) was born in llford, Essex and studied at
Brighton Polytechnic and the Slade. She is lives with the sculptor Marcus
Taylor and they have two sons.

REFERENCES
* https://en.wikipedia.org/wiki/Rachel Whiteread
* https://en.wikipedia.org/wiki/House (sculpture)



https://en.wikipedia.org/wiki/Rachel_Whiteread
https://en.wikipedia.org/wiki/House_(sculpture)

ntited (One Hundred Spaces) (1995) — various exhibitions, including Tate Britain, London

Untitled (One Hundred Spaces) (1995) — various exhibitions, including Tate Britain,
London, UK

A collection of resin casts of the voids beneath chairs, each in different translucent
colours.

. In 1995, British sculptor Whiteread unveiled Untitled (One Hundred Spaces). It
consists of 100 resin casts of the voids found beneath chairs, arranged in a
grid-like formation here seen in the Duveen Gallery at Tate Britain. Each cast
captures the negative space where a chair once stood, solidifying the emptiness
into a tangible form. The use of coloured resin adds a translucent quality,
allowing light to pass through and creating a spectrum of hues that shift with
the viewer's perspective.

. Her intention was to make the invisible visible, giving form to the unseen
spaces that define our daily interactions. By casting the area beneath chairs, she
highlights the absence of the human body, evoking a sense of presence
through absence. This approach encourages viewers to consider the physical
spaces they occupy and the often-overlooked voids that surround them.

. It is a continuation of this exploration of space first seen in Ghost, shifting focus
from architectural spaces to the more intimate and personal space beneath a
chair.

. At the time of its creation, Whiteread was gaining international recognition,
having won the Turner Prize in 1993 for her work House. Her innovative casting
techniques and focus on negative space challenged traditional notions of



sculpture and invited viewers to reconsider their perceptions of everyday
objects and spaces.

NOTES

. Politically and socially, the work can be seen as a commentary on the
human condition and the transient nature of existence. The empty spaces
beneath the chairs suggest the absence of individuals, perhaps alluding to
themes of loss, memory, and the passage of time. The grid arrangement
may also reference societal structures, conformity, and the uniformity of
modern life.

REFERENCES:

https://lesoeuvres.pinaultcollection.com/en/artwork/untitled-one-hundred-
spaces

https://medium.com/@KarenChhui/rachel-whiteread-one-hundred-spaces-
31c297226bd?2

https://www.artsy.net/artwork/rachel-whiteread-untitled-one-hundred-spaces
https://blog.fabrics-store.com/2019/09/16/rachel-whiteread-material-space/
https://www.tate.org.uk/whats-on/tate-britain/rachel-whiteread
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https://medium.com/@KarenChhui/rachel-whiteread-one-hundred-spaces-31c297226bd2
https://medium.com/@KarenChhui/rachel-whiteread-one-hundred-spaces-31c297226bd2
https://www.artsy.net/artwork/rachel-whiteread-untitled-one-hundred-spaces
https://blog.fabrics-store.com/2019/09/16/rachel-whiteread-material-space/
https://www.tate.org.uk/whats-on/tate-britain/rachel-whiteread

Rachel Whiteread (b. 1963), Demolished, 1996, Tate Modern

Rachel Whiteread (b. 1963), Demolished, 1996, Tate Modern
Estates depicted include:

A: Clapton Park Estate, Mandeville Street, London E5. Ambergate Court, Norbury
Court, October 1993.

B: Clapton Park Estate, Mandeville Street, London E5. Bakewell Court, Repton
Court, March 1995.

C: Trowbridge Estate, London E9. Hannington Point, Hilmarton Point, Deverill
Point, June 1995.

. This work consists of a set of twelve screen-prints of tower blocks being
demolished in East London. It continues the theme of House and the idea of
the destruction of our heritage. She photographed each of three separate
demolitions as a series of three stages from a single spot and, in addition, she
took a single photograph of the context. The photographs were taken between
1993 and 1995 [and the artwork is dated 1996].

. Whiteread lived and still lives in East London, a historically poor area, and she
was recording the destruction of people’s homes just after the period known as
Thatcher’s Britain. It was a time of economic recession and there was a wave
of rioting in 1991 and 1992 caused by high unemployment and social
discontent.

. Some of the photographs remind us of a war zone. However, the beauty of
the screen-prints suggests a better future. Like her sculptural casts, they serve
to record what she has referred to as 'something that is going to be



completely forgotten ... the detritus of our culture’, creating a memorial
to the past in the hope of generating something better for the future.

. She is not saying things should not be demolished she is saying they should
be remembered. With all of the Young British Artists one wonders to what
extent they are trying to change the world. Whiteread is pragmatic and she
said, ‘'l don't think art changes the world in terms of stopping people dying of
Aids or of starvation or being homeless. But for an individual ... it can enhance
daily life, reflect our times and, in that sense, change the way you think and are.’

NOTES

. Rachel Whiteread (b. 1963) was born in llford, Essex and studied at Brighton
Polytechnic and the Slade. She is lives with the sculptor Marcus Taylor and
they have two sons.

. Whiteread employs casting methods using plaster, rubber and resin which
are typically used as part of the process of making sculptures rather than in
the finished work. She makes sculptures of the spaces within, around and
under everyday objects from baths and sinks to houses, so called 'negative
spaces’. This draws our attention to the forgotten spaces around and within
our everyday world and fixes them in time as public monuments. The
spaces around objects are normally occupied by human beings and so the
solidified spaces become symbols for our human presence while refusing us
entry. By removing the object and refusing its function the shapes express
absence and loss. Her early work was personal and biographical but her
later works have become universal and their titles have become
straightforward, down-to-earth and descriptive. For Whiteread her
sculptures are metaphors for neglect of people and their environment in
Thatcher’s Britain (Margaret Thatcher, Prime Minister, 1979-90, John Major
was Prime Minister from 1990 to 1997, followed by Tony Blair from 1997 to
2007).

. Whiteread was the first woman to win the Turner Prize in November 1993
for House (destroyed 1994) a life-sized replica of the interior of a
condemned terraced house in Bow in London's East End. It took two years
to plan and was made by spraying liquid concrete into the building's empty
shell before its external walls were removed. House was completed on 25
October 1993 and demolished eleven weeks later on 11 January 1994.
House also won the K Foundation award of £40,000 for the worst work of
art of the year. K Foundation threatened to burn the money unless it was



accepted so she gave some of the money to Shelter and the rest was
allocated to young artists based on a competitive submission. K Foundation
burned £1 million the following year.

. Demolished is a portfolio of twelve duo-tone screen-prints. The one shown
is called ‘B: Clapton Park Estate, Mandeville Street, London E5; Bakewell
Court; Repton Court; March 1995'. The screen-prints are divided into three
groups, A (A: Clapton Park Estate, Mandeville Street, London E5;
Ambergate Court; Norbury Court; October 1993), B and C (C: Trowbridge
Estate, London E9; Hannington Point; Hilmarton Point; Deverill Point; June
1995). The prints were scanned from photographs of the demolition of
tower blocks on three separate estates in Hackney, East London. Whiteread
took the photographs between October 1993 and June 1995. The transfer
to screen-prints involved enlarging the black and white photographs which
has increased the grain. The stages of the demolition are recorded in the
form of three photographs taken from the same spot. A fourth photograph
on each site records a pile of rubble (A), a dust-filled stormy sky (B) and
tower blocks on a sunny day (C). The A-series is visually neutral but B and C
are reminiscent of war photographs. In the early 1990s Whiteread lived in
East London, a historically poor area.
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COriginally installed on a
rooftop in New York
City, USA, Hammer
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Water Tower (1998) — Originally installed on a rooftop in New York City, USA,
Hammer Museum

A translucent resin cast of a rooftop water tower, blending into the sky.

. Water Tower was Whiteread's first public sculpture in the United States. She
chose the water tower as a quintessential symbol of New York City, aiming
to highlight an often-overlooked feature of the urban landscape. The sculpture
was installed on a SoHo rooftop, situated between two functional water towers,
creating a dialogue between the artwork and its environment. The use of
translucent resin allowed the piece to interact with natural light, changing its
appearance throughout the day and blending seamlessly into the skyline.

. SoHo stands for South of Houston Street, an area frequented by artists, their
studios and galleries.

. Politically and socially, Water Tower can be seen as a commentary on
urbanisation and the unnoticed infrastructure that supports city life. By
elevating a mundane object to the status of art, Whiteread challenged
viewers to acknowledge the hidden systems and structures that facilitate daily
existence. The piece also subtly addressed themes of transparency and opacity,
both in a literal sense and as a metaphor for the often unseen social dynamics
within urban environments.

. She described *Water Tower* as “a jewel on the skyline of Manhattan,”
highlighting its ephemeral beauty and its ability to make viewers reconsider
their surroundings[1][2][4].



. Water Tower involved considerable technical challenges during its
installation. The sculpture, measuring twelve feet in height and nine feet
in diameter, had to be carefully hoisted onto the rooftop and secured

onto a steel support structure. The process required meticulous planning
and collaboration between the artist, engineers, and installation teams to

ensure the piece was safely and accurately positioned.

. It received critical acclaim for its subtle yet impactful presence in the New
York City skyline. It has been described as "an extremely beautiful object,
which changes colour with the sky, and also a very appropriate one,
celebrating one of the most idiosyncratic and charming features of the
New York skyline."

NOTES

. "In 1998, Whiteread made Water Tower as part of a grant for New York
City's Public Art Fund. The piece, which is 12' 2" and 9" in diameter, was a
translucent resin cast of a water tower installed on a rooftop in New York
City's SoHo district. It has been called "an extremely beautiful object, which
changes colour with the sky, and also a very appropriate one, celebrating
one of the most idiosyncratic and charming features of the New York
skyline." The piece is now in the permanent collection of the Museum of
Modern Art (MoMA). Just as Ghost led on to the larger and better known
House, so Water Tower led to the more public Trafalgar Square plinth work
three years later." (Wikipedia)
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Holocaust Memorial (Nameless Library) (2000) — Judenplatz, Vienna, Austria

A concrete cast of a library with its books turned inward, symbolizing the lost
knowledge of Holocaust victims.

. Holocaust Memorial (Nameless Library) (2000), located in Vienna's
Judenplatz, is a powerful and thought-provoking tribute to the 65,000
Austrian Jews who perished during the Holocaust. The memorial was
commissioned after a long-standing initiative from Holocaust survivor Simon
Wiesenthal, and its unveiling marked a pivotal moment in both public art and
historical remembrance.

. Its installation was delayed five years by bureaucracy and political issues but
was completed in 2000.

. What looks like a squat building, like a bomb shelter, on closer examination
reveals itself to be an inverted cast of bookshelves, with the spines of the
books facing inward, symbolizing the loss of Jewish culture and the
obliteration of knowledge. This “nameless library” is a solemn tribute to the
millions of books that were destroyed during the Nazi regime. The structure’s
stark, concrete form contrasts with Vienna's surrounding Baroque architecture,
creating a visual tension meant to provoke reflection on Austria's past
complicity in the Holocaust. The closed double doors, which have no handles,

suggest a lost opportunity for escape and an impossibility of access, further
reinforcing the theme of exclusion and finality.

. Despite initial controversy—some citizens found the work too abstract—



Nameless Library has become a meaningful site of remembrance. The
memorial’s austere design evokes a somber reflection on the past,
offering both a space for mourning and a reminder of the importance of
remembrance.

. The platform on which it sits has the names of concentration camps
inscribed in it although they were covered in snow when | took this
photograph. | thought the bleakness of the snow was an appropriate
addition to the grim, grey concrete.
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Monument (2001) — Fourth
Plinth, resin and granite,

M Trafalgar Square, London, UK,
: © Gagosian

Monument (2001) — Fourth Plinth, resin and granite, Trafalgar Square, London,
UK, © Gagosian

A transparent resin cast of the empty plinth itself, inverting the idea of a
traditional monument.

. In Trafalgar Square, London there is a plinth that was intended to have a statue
of William IV but funds ran out and it has remained empty for 150 years. It's
use has been debated and many ideas suggested and it is know known as the
Fourth Plinth.

. Whiteread created Monument for the Fourth Plinth in Trafalgar Square,
London. She used the Fourth Plinth project to reflect on the idea of
monuments and memorials. Her work featured a translucent resin cast of a
plinth, rather than a traditional statue, and served as a powerful commentary on
the nature of public monuments themselves. By casting the plinth, Whiteread
presented an inversion of the typical memorial process: instead of
celebrating a person or event, she chose to commemorate the very foundation
of public memorials, focusing on the absence left by figures who are not
represented.

. The work was both innovative and controversial. Whiteread’s Monument
defied the traditional expectations of a statue on the Fourth Plinth, which has
historically been occupied by statues of historical figures. In contrast,
Monument stood as a blank, empty structure, symbolizing the lack of
representation and the often-overlooked or forgotten individuals in history. This
choice posed a social and political statement about inclusion and exclusion,



raising questions about whose histories are memorialised and why certain
figures are chosen to be immortalised in public spaces.

. The public reaction to Monument was mixed, with some admiring its
simplicity and conceptual depth, while others found it unsettling and too
abstract for the iconic location. It was perceived as a critique of the
glorification of war and state figures, providing an opportunity to
reconsider how we think about history and monuments. The work, which
stood on the plinth for several months, was eventually replaced by

another artist’s contribution, but its impact lingered, challenging notions
of what a monument should be.

. An interesting anecdote about the time around the work’s production is
that Whiteread faced considerable opposition from some members of the
public and local press, who felt that Monument was too vague and lacked
the symbolic clarity expected of such an iconic location. However,
Whiteread maintained her commitment to the idea of absence, using the
space not to glorify but to provoke thought.
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Albert
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Untitled (Room 101) (2003) — The Victoria & Albert Museum, London, UK

A cast of the BBC's demolished Room 101, which inspired George Orwell’s novel
1984.

. Her Untitled (Room 101) (2003) is a plaster cast of the interior of Room 101
in the BBC's Broadcasting House, London. This room gained notoriety as the
inspiration for George Orwell’'s Room 101 in his novel 1984, where it
symbolized a space of ultimate fear and torture in the Ministry of Love.
Orwell, who worked at the BBC during World War |l, reportedly based the
fictional room on this very location.

. You asked me once, what was in Room 101. | told you that you knew
the answer already. Everyone knows it. The thing that is in Room 101 is
the worst thing in the world. —O'Brien, Part Ill, Chapter V

. Such is the purported omniscience of the state in the society of Nineteen
Eighty-Four that even a citizen's nightmares are known to the Party. The
nightmare, and therefore the threatened punishment, of the protagonist
Winston Smith is to be attacked by rats.

. Untitled (Room 101) transforms a mundane office into a haunting relic by
casting its interior in plaster. The piece captures every detail—cracks, textures,
and imperfections—rendering the room both familiar and alien. By preserving
this space, she confronts viewers with its historical weight while stripping it of its
original function. The work serves as a meditation on institutional power and
the ways physical spaces reflect collective anxieties.



. The political resonance of Room 101 is significant. Orwell’s dystopian
vision critiqued totalitarianism and surveillance culture, themes that
remain relevant today.

. The process by which she created this work revealed her meticulous
approach: she worked under tight conditions to complete the cast before
renovations began at Broadcasting House. This urgency underscores her
commitment to preserving fleeting moments in architectural history.
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Embankment (2005), 14000 translucent, white polyethylene boxes, Turbine Hall,
Tate Modern, 11 October 2005 - 1 May 2006, photo: CC BY-NC-SA 2.0 by Major

Clanger

A large installation of white polyethylene casts of cardboard boxes, stacked to
create an immersive space.

. Rachel Whiteread's Embankment (2005) was a monumental installation created
for the Turbine Hall at Tate Modern as part of the Unilever Series. The work
consisted of thousands of translucent, white polyethylene casts of cardboard
boxes stacked in irregular formations, evoking a sense of both order and chaos.
Inspired by her personal memories of rummaging through her late mother’s
belongings, Whiteread transformed the humble cardboard box into a poetic
meditation on memory, loss, and the passage of time.

. Born in London in 1963, Whiteread studied painting at Brighton Polytechnic and
sculpture at the Slade School of Fine Art. She gained international acclaim with
works like House (1993), a concrete cast of a Victorian terraced house’s interior,
and the Judenplatz Holocaust Memorial (2000) in Vienna. Her practice often
involves casting negative spaces to preserve traces of human presence and
history.

. With Embankment, Whiteread expanded her exploration of memory by using
industrial materials to create a vast, immersive landscape. The installation filled
the massive Turbine Hall with towering stacks and scattered clusters of box
casts, inviting viewers to navigate through and around them. The work’s scale
and translucency created an interplay with light, making the forms appear



ghostly and ephemeral despite their physical weight.

. The political and social significance of Embankment lies in its universal
themes—memory, materiality, and impermanence. It resonated with
audiences as a reflection on consumerism and the disposability of modern
life while also serving as a deeply personal response to grief. By elevating
everyday objects into monumental forms, Whiteread challenged
perceptions of value and permanence.

. An amusing anecdote surrounding Embankment is that Whiteread
reportedly found inspiration for the piece while observing piles of snow
during a trip to Scandinavia. This serendipitous moment highlights her
ability to find profound meaning in ordinary experiences.
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Place (Village) (2006-2008),
Young V&A, London

Place (Village) (2006-2008) — The Foundling Museum, London, UK

An installation of hundreds of dollhouses, reflecting themes of childhood and
abandonment.

. Whiteread's Place (Village) (2006—2008) is a poignant sculptural installation
that combines personal memory with broader social commentary. The work
consists of approximately 150 vintage dolls’ houses, collected by Whiteread
over two decades, arranged on stepped platforms to resemble a sprawling
hillside community. Each house is lit from within but devoid of inhabitants or
furniture, evoking an eerie sense of absence and melancholy. Originally
exhibited at the Foundling Museum in London, the work later found a
permanent home at the Young V&A (formerly the Museum of Childhood) in
Bethnal Green.

. Place (Village) reflects her fascination with domestic spaces as repositories of
memory. She described her interest in dolls’ houses as stemming from their
role as objects passed down through generations, imbued with love and
history but eventually discarded. The deserted nature of the houses in Place
(Village) mirrors this cycle of attachment and abandonment. The installation also
conveys the Foundling Museum's focus on childhood and care, connecting to
narratives of loss and displacement.

. Whiteread mentioned that some dolls’ houses were so fragile they arrived at
her studio in pieces, requiring careful restoration. This process underscored
her commitment to preserving their histories while transforming them into art.



REFERENCES:
https://www.artrabbit.com/events/place-village-rachel-whiteread

https://artlyst.com/news/rachel-whiteread-village-installation-given-
permanent-home-va-moc/

https://www.themodernhouse.com/journal/what-were-hearing-place-village-
by-rachel-whiteread/

https://www.mfa.org/exhibitions/rachel-whiteread



https://www.artrabbit.com/events/place-village-rachel-whiteread
https://artlyst.com/news/rachel-whiteread-village-installation-given-permanent-home-va-moc/
https://artlyst.com/news/rachel-whiteread-village-installation-given-permanent-home-va-moc/
https://www.themodernhouse.com/journal/what-were-hearing-place-village-by-rachel-whiteread/
https://www.themodernhouse.com/journal/what-were-hearing-place-village-by-rachel-whiteread/
https://www.mfa.org/exhibitions/rachel-whiteread

Detached 1, 2012, concrete and steel, 200 x 109 x 172 cm,
photograph by Mike Bruce, Gagosian Gallery & Tate Britain,
London

Detached 1, 2012, concrete and steel, 200 x 109 x 172 cm, © Rachel Whiteread.
Photo: Mike Bruce, Gagosian Gallery & Tate Britain, London, UK

A series of concrete casts of garden sheds, capturing the spaces inside them.

. Rachel Whiteread's Detached (2013-2015) is a striking series of large-scale
concrete casts of garden sheds, an evolution of her fascination with negative
space and domestic architecture. The work reflects her ongoing interest in
memory, absence, and the overlooked structures of everyday life.

. Detached consists of three freestanding cast sheds, each rendered in solid
concrete yet capturing the voids within. The works evoke themes of isolation,
privacy, and abandonment, reminiscent of the forgotten structures in suburban
landscapes. The sheds are paradoxical—they appear heavy and impenetrable,
yet they contain an unseen, lost interior. This duality echoes Whiteread'’s
broader concerns with memory and the physical imprint of human presence.

. Socially, Detached can be interpreted as a comment on urban alienation, the
fragility of personal spaces, and the erosion of traditional working-class
environments in the UK. The sheds, often associated with hobbies, storage, and
retreat, become tomb-like in Whiteread’s hands—monuments to past lives and
forgotten narratives.

. Anecdotally, Whiteread has spoken about her fascination with unnoticed
spaces. She once described how her childhood in a house filled with art and
books, shaped by her mother’s influence as an artist, led her to see domestic
spaces differently. In casting these sheds, she effectively fossilized them,



preserving their forms while obliterating their function.

. As with much of Whiteread's work, Detached transforms the ordinary into
something monumental, inviting viewers to contemplate the spaces we
inhabit and leave behind.

. Rachel Whiteread's Detached (2013-2015) is a series of sculptures that
continue her exploration of negative space and architectural forms. The
work consists of concrete casts of the interiors of prefabricated postwar
buildings, specifically garden sheds. These sculptures represent Whiteread's
ongoing interest in the hidden spaces of everyday structures and the
memories they contain.

. Detached builds upon Whiteread's earlier works, such as House (1993) and
Ghost (1990), but focuses on smaller, more intimate spaces. The garden
shed, a quintessential feature of British suburban life, becomes a symbol of
personal refuge and creativity. By casting the interior of these structures,
Whiteread transforms the familiar into something uncanny and thought-
provoking.

. The political and social significance of Detached lies in its commentary on
post-war British architecture and the changing nature of domestic spaces.
The prefabricated buildings that inspired these works were originally
designed as temporary solutions to the housing crisis following World War
Il. By preserving their interiors in concrete, Whiteread highlights the
enduring impact of these "temporary" structures on British society and
landscape.

. The title "Detached" carries multiple meanings, referring not only to the
freestanding nature of the sheds but also to the sense of isolation and
disconnection often associated with suburban life. This work invites viewers
to consider the relationship between public and private spaces, and how
our built environment shapes our experiences and memories.

. During the creation of Detached, Whiteread was also working on other
significant projects, including her installation for the U.S. Embassy in
London. This period marked a continued exploration of architectural themes
in her work, as well as an increasing engagement with public art
commissions.

. An interesting anecdote from this time relates to Whiteread's process of

selecting and casting the sheds. She reportedly spent considerable time
scouting for the perfect structures, often in suburban gardens, which led to



some amusing encounters with puzzled homeowners who couldn't quite
understand her interest in their humble garden sheds.

. The Detached series also reflects Whiteread's evolving techniques. While
maintaining her signature casting process, she experimented with new
materials and finishes, resulting in sculptures that capture subtle textures
and details of the original structures.

. Detached continues to be a significant work in Whiteread's oeuvre,
demonstrating her ability to transform everyday objects into powerful
sculptural statements that resonate with personal and collective memories.

REFERENCES:
. https://gagosian.com/exhibitions/2013/rachel-whiteread-detached/

. https://www.luhringaugustine.com/artists/rachel-whiteread/selected-
works?view=slider#4



https://gagosian.com/exhibitions/2013/rachel-whiteread-detached/
https://www.luhringaugustine.com/artists/rachel-whiteread/selected-works?view=slider
https://www.luhringaugustine.com/artists/rachel-whiteread/selected-works?view=slider

US Embassy Windows (2015) — US Embassy, London

US Embassy Windows (2015) — US Embassy, London

Rachel Whiteread, US Embassy (Flat pack house), 2013-15, permanent
installation, US Embassy, London

A series of window casts incorporated into the design of the new embassy
building.

The ‘skin’ of plastic sails serves to counter solar gain — and likely also to obscure
local views in through the glass walls

. Rachel Whiteread’s US Embassy Windows (2015) is an understated yet profound
contribution to the architectural design of the US Embassy in London. Rather
than a standalone sculpture, this work is integrated into the building itself,
continuing Whiteread's exploration of space, absence, and memory.

. The project consists of a series of cast window panels embedded in the exterior
of the embassy, designed by architect Kieran Timberlake. Unlike her more
monumental concrete structures, these casts are subtle and translucent, playing
with light and perception. The windows appear ghostly and frozen in time,
capturing the voids where transparency and openness might otherwise exist.
This adds a quiet but significant conceptual layer to the embassy’s design,
reflecting themes of diplomacy, surveillance, and security.

. Whiteread's work often carries social commentary, and US Embassy Windows
can be interpreted as a reflection on the nature of political space—where
embassies serve as both bridges and fortresses. The windows, which suggest
openness but are ultimately solid, mirror the paradox of embassies as sites of



both welcome and restriction. Their materiality—cast in resin rather than her
usual concrete—introduces an ethereal quality, reinforcing ideas of control
and the selective nature of visibility.

. Anecdotally, Whiteread has always been drawn to architectural elements
that define lived experience. Windows, in particular, are a recurring motif in
her work, as seen in Holocaust Memorial (Nameless Library) (2000), where

books face inward, denying access to knowledge. Here, the embassy
windows similarly deny passage but invite contemplation.

. By embedding her sculpture into a building that symbolizes international
relations, Whiteread transforms a functional structure into a meditative
space, making the familiar strange and encouraging reflection on the
barriers—both literal and metaphorical—that shape our world.

. Rachel Whiteread's US Embassy Windows (2015), officially titled US
Embassy (Flat Pack House), is a monumental sculptural installation created
for the new US Embassy in Nine Elms, London. Commissioned by the US
State Department’s Art in Embassies program, the work consists of cast
sections of a typical 1950s American suburban house. These sections are
mounted on the walls of the embassy’s consular reception area, both inside
and outside, creating a striking visual dialogue between architecture and
art.

. The work reflects Whiteread’s ongoing interest in domestic spaces and their
cultural significance. Known for her practice of casting negative spaces, she
transforms the familiar into something abstract yet evocative. For this piece,
Whiteread used reinforced lightweight concrete to cast the interior surfaces
of a suburban house. The choice of material allowed her to capture fine
details such as wood grain and textures, preserving the essence of the
original structure while elevating it into a monumental artwork.

. The political and social significance of US Embassy (Flat Pack House) lies in
its symbolism. The suburban house represents the quintessential American
Dream—a vision of stability, prosperity, and family life. By placing this motif
within an embassy, a site of diplomacy and international relations,
Whiteread underscores the cultural ideals that nations project abroad. At
the same time, the fragmented nature of the sculpture invites reflection on
the fragility of these ideals, particularly in an era marked by political division
and global displacement.

. An amusing anecdote surrounding this work involves the technical
challenges Whiteread faced during its creation. The embassy’s architects



required a lightweight material to meet structural safety standards. After
months of experimentation, Whiteread's team developed a concrete
formula reinforced with glass fibers—a solution that allowed for both
durability and intricate detail.

. The unveiling coincided with a major retrospective of Whiteread’s work at
Tate Britain, affirming her status as one of Britain’s most significant
contemporary artists. The juxtaposition of her deeply personal artistic
language with a site of geopolitical importance highlights her ability to
navigate diverse contexts while maintaining her distinctive voice.
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Cabin (2016) — Governors Island, New York

Cabin (2016) — Governors Island, New York, USA
A concrete cast of a wooden shed, positioned overlooking the New York skyline.

. Rachel Whiteread’s Cabin (2016) is a meditative, site-specific sculpture located
on Discovery Hill, Governors Island, New York. This permanent public artwork is
a concrete cast of a New England-style wooden shed, reflecting Whiteread's
enduring fascination with domestic spaces and their emotional resonance. The
cabin’s modest form and isolated placement evoke themes of solitude,
reflection, and human connection to nature.

. The work draws inspiration from Henry David Thoreau’s Walden (1854), a
seminal text on simple living and self-reliance. Whiteread envisioned Cabin as a
space for contemplation, encouraging visitors to pause and reflect amidst the
bustling cityscape of New York. Perched on a hill with sweeping views of the
Statue of Liberty and Manhattan, the sculpture offers a poignant juxtaposition
between urban density and natural tranquility.

. Cabin continues Whiteread's practice of casting negative spaces, transforming
ordinary structures into monumental forms. The concrete material captures the
texture of the original wooden shed, preserving its imperfections and history.
Alongside the cabin, Whiteread installed small bronze casts of found objects
from Governors Island—subtle interventions that blend into the landscape and
invite discovery.

. Politically and socially, Cabin resonates as a commentary on isolation and
retreat in an era of global connectivity. Its placement on Governors Island—a



site historically used for military defense—adds layers of meaning,
connecting personal solitude with collective memory. The work also
addresses environmental concerns, as its integration into the island’s
landscape highlights the tension between human intervention and natural
preservation.

. An amusing anecdote surrounding Cabin involves its reception by visitors.
Some initially mistook it for an actual utility shed or historical relic rather
than a contemporary artwork. This misunderstanding underscores
Whiteread's ability to blur boundaries between art and everyday life.

. During this period, Whiteread was also celebrated for her retrospective at
Tate Britain (2017), cementing her status as one of Britain’s leading
sculptors. Cabin reflects her mature practice, combining technical mastery
with profound emotional depth.
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Internal Objects (2022), Gagosian Gallery, London

A series of ghostly white casts of makeshift structures, referencing displacement
and loss.

. Internal Objects (2022) marks a significant departure from her signature casting
technique, showcasing a new direction in her artistic practice. This series of
sculptures, exhibited at Gagosian Gallery in London, features three works that
resemble abandoned structures or dilapidated sheds, constructed from found
materials such as wood, metal, and plaster.

. Unlike her previous works that focused on casting negative spaces, Internal
Objects presents positive forms that evoke a sense of decay and
abandonment. These sculptures, with their exposed interiors and weathered
exteriors, invite viewers to contemplate themes of memory, loss, and the
passage of time — recurring motifs in Whiteread's oeuvre.

. The political and social significance of Internal Objects lies in its commentary on
urban decay and neglect. By creating these seemingly discarded structures,
Whiteread draws attention to the often-overlooked spaces in our built
environment. The works serve as a poignant reminder of the impact of
economic and social changes on communities, particularly in the context of
post-industrial landscapes.

. Whiteread's intention with Internal Objects was to explore the emotional
resonance of abandoned spaces. She described the works as "ghosts of
internal objects," suggesting that they embody the memories and experiences



associated with such neglected structures. This series also reflects
Whiteread's ongoing interest in the intersection of public and private
spaces, and how they shape our collective and individual experiences.

. She created these works during the COVID-19 lockdowns. The isolation
and restrictions of this period influenced her approach, leading her to work
more intimately with materials at hand and to reflect on the concept of
shelter and sanctuary in times of crisis.

. The timing of Internal Objects coincided with a period of increased focus on
domestic spaces due to global lockdowns, adding an unintended layer of
relevance to Whiteread's exploration of interior spaces and their
psychological impact.

. This exhibition also marked a significant moment in Whiteread's career, as it
demonstrated her ability to evolve and challenge her own established
artistic language. By moving away from casting and towards construction,
she showed a willingness to push the boundaries of her practice, even after
decades of critical acclaim.
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. So what have we leant about Whiteread?

. Her use of negative spaces suggests a mind drawn to the hidden aspects of
everyday life and a reflective and introspective nature.

. Her reinvention of traditional casting technique shows she is creative and will
push conventional limits.

. Her use of everyday objects which she charges with emotional power makes it
clear she is a profoundly emotional person but, as the first woman to win the
Turner Prize, she is also resilient and determined.

. The Holocaust Memorial in Vienna exhibits her social and political
consciousness and her search for new ways to see the world shows she also is
intellectually curious.

. She is deeply thoughtful, innovative, emotionally attuned, socially conscious,
resilient, and intellectually curious and it is these traits have contributed to her
unique artistic vision and successful career.



