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What is an Art School For?
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In recent years we have visited many art \dmok art de-

ents in colleges and universities, umerous

sz iiutons jov) adamaniml Hiutc o | D et o e

Painting by Eric Sloane Facilities have never been more abundant nor do stu-

dents seem to lack the ordinary material and tools, and

FOOTMOTES ;. "u o o '« i¥iapiins S dfing many appear to have and to use extravagantly the best
that the market affords.

LETIER S TO K XD COORERCICR Yet for all this — fine buildings, competent faculties,

MUSEUM CALENDAR. . . . . . . . . § | matériel - there is something seriously lacking that money

cannot buy, that endowments cannot ensure. And that

BULLETIN BOARD. . . . . . . . . . 12 | something hus a dual fault: One edge of the dull blade is

poor discipline; the other is indifferent dedication.
OO K REY LR S NG L Such a charge is going to nettle, if not irritate, a lot of
people, yet one has only to read the daily newspaper to

TRATEE MOTES - g P | e e e P

ART MART . . . ... .. ... .. 2 | whch we find ourselves is unfortunately common to

merican education in general, not to art schools in par-

FRANCIS CHAPIN, PAINTER . . . . . 28 ticular. Real character in every facet of our time is in
by Fred Messersmith short supply.

Too many young people enter art school because it

MY wOoOD SCULFTURE . . . . -« - M | 1oy lhe an easy way to occupy their time — that is,

by Enid Bell when they are not engaged in a coffee break or cooking up

I sTUDIED wiTH DUVENECK . . . . 40 | some silly extracurricular activity. As a result of these

ctions, clock watching, and in too many cases down-

C. Loughmiller
By Hey . right laziness, their craftsmanship is sloppy, and their

RALPE MAYER'S TECHNICAL PAGE . 46 | manners are even worse.
Yet no respected artist we know, or know about, has
RAYMOND F. HOULINAN, ever been guilty of advocating that really learning his
ILLUSTRATOR . © o0 - 4T it was easy. To the contrary, the ones who really
by Frederic W’l"‘”‘" count say it is hard work, that it requires painstaking ef-

PO B AT A fort and singular concentration.

It might be difficult to operate an art school the
rigid discipline and the exacting standards ar a West
WHAT A PAINTING REFLECTS. . . . 56 (continued on page 62)
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recent photo of the sculptor
Courtesy, the Hudson Dispatch, Ne

Jersey

STANDARD SCULPTURE TRAINING in the
late Twenties, both in British and American art
schools, consisted almost exclusively of clay model-
ing, beginning with the copying of Classic and Renais-
sance casts, and advancing to studies of the head
and figure from life. The schools that I attended —
the Glasgnw School of Art and the Art Students
L e no instruction in carving, or even de-
sl;,nmg for a carved medium; neither did my private
teacher, the late Sir W. Reid Dick, R. A., although 1
was allowed to watch his Italian carver at work in
the studio. Pupils in the Art Students League sculp-
ture classes were not required to compose and
execute reliefs, to prepare scale models, or to under-
take even the most elementary casting. The more
enterprising students did independent work of this
kind without guidance other than what books could
supply. Direct work in metal was, of course, unheard
of at that time. The training, because of its very
narrow scope, was woefully unbalanced and inade-
and large, today’s schooling is far more
imulating. However,
there is a tendency to omit or give very little time to
studies from , thus depriving the student of a
valuable discipline that would promote sustained ef-
fort, visual acuity and memory, analysis of form, and
‘most important, self-criticism.
Today, the student’s desire to produce rather than

MY WOOD
SCULPTURE

BY ENID BELL

practice is unduly encouraged, so that millions of tons
of ineptitudes are preserved. Far too many mediocre
picces are given a place of honor in the home which
would be more fitly occupied by purchased work
of able contemporaries or by the first-class repro-
ductions that are now available.

Formerly, the academic practice was to throw all
classroom work back in the clay bin, no matter how
much time and effort had gone into it. Actually, this
was of necessity rather than choice, as armatures were
always used for clay studies.

Iy first work in stone was for my mother’s grave.
1 felt that, instead of settling for a stereotyped com-
‘mercial product, I should make a personal tribute with
my own hands, even though they had never before
held a chisel. The old-timers in that line of business,
not yet mechanized, were outraged at my presump-
tion in undertaking a task for which they considered
many years of apprenticeship a prerequisite. This is
the usual attitude of artisans who overrate the value
of speedy, skillful execution, no matter how valueless
the design. My design was a simple one of draped
figures in low relief, casily cut in Portland stone, with
an incised inscription. I proceeded cautiously, making
no mistakes in rendering the full size, so that the
result was satisfactory.

My first woodcarving, similarly undertaken, without
any “trial runs,” was of a figure I had cast in plaster.
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The slow pace of execution, due to inexperience and
timidity, was actually beneficial, allowing time to
decide on changes and modifications in accordance
with the character of the wood. Hasty cutting is a
hazard to the novice, too often leading to fatal errors
while he is “carried away” by the casy satisfaction of
the manual process. For the same reason, numerous
tools are likely to be a hindrance rather than a help.

at things have been done by the simplest means.
The well calculated decision, not claborate equip-
ment, s essential

The materials of sculpture are now so diverse that
only a versatile, inventive genius would have the urge
or the ability to utilize all of them. Most of us, after
experimentation with many, confine ourselves to a
few media that seem the most suitable embodiment
of our concepts. Others may spend a lifetime work-
ing with only one medium. With me, wood has held
first place because of its warm tone, light weight,
agreeable responsiveness to a sharp chisel, and the
case with which it may be shaped without prolonged

y, marble, stone, wood, was, and plaster
that sculptors | ped from time immemorial,
according to their desires, have been added, in recent
times, prefabricat can be formed by

ve sh
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Al single dimensions indicate heights
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cutting, welding, forging, and soldering, giving rise
to a whole new realm of three-dimensional design.
The search to find a substitute for costly bronze cast-
ing requiring the work of skilled artisans may have
prompted the development of these direct metal tech-
niques. Then there are numerous casting materials,
ranging from plastics to lightweight mixtures resem-
bling stone in texture.

The possibilities of clay alone have not yet been
exhausted. It is mistakenly regarded as a primary
modeling material, whereas in the leather-dry stage
it has excellent carving properties. It can be readily
cut with any kind of sharp implement, sliced
with a thin wire, and concavities and perforations are
easily effected. I find clay in this state, as a carving
‘material, to be a happy medium between its acquies-
cence in the plastic condition and the obduracy of
of stone or wood, permitting a special style of
formation.

As for wood, pieces suitable for sculpture are today
increasingly difficult to obtain; no time is allowed for
the seasoning process, or it is done artificially by

TACKLE, mahogany, 22" high

ED WoMAN, redicood,

” high

PiLGr, whitewood, 274" high

chemical application. There are still a few firms,
mainly in the New York metropolitan area, that
supply logs of “exotic” hardwood and mahogany,
specifically for sculptors. For those who adhere to
the vogue for “working big,” regardless of splits and
Knots, the world is full of tree trunks. Huge sculptural
carpentries, such as have recently appeared on the
scene, can be constructed from pre-shaped “found”
forms and every kind of lumber. Those who prefer
to make carvings of portable size, in wood that will
not split disastrously, can resort to scavenging. The
debris of demolished buildings, particularly substan-
tial mansions, may yield porch and other columns,
stair posts, and beams of solid aged wood. Such trea-
sures may also be ferreted out in demolition yards.
Table tops, excellent for relief carving, can often be
found in used furniture and junk shops. Redwood
beams up to twelve inches square are stocked in
some lumber yards. Few dealers, however, can be
induced to sell a single twelve-foot length at retail.
Any other wood larger than four-by-four inches that
is not oozing with sap, and guaranteed to fall apart,
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SISTERS

can seldom be found in any carpenter’s shop o lum-
ber yard.

1 have obtained much of my wood from unorthodox
sources: a splendid ebony log thirteen inches in dia-
meter from the widow of a collecting sea captain; a
five-foot-high, fourteen-inch wide, solid whitewood
column (preserved by countless coats of paint) from
a demolished mansion; a fourteen-inch square, three-
foot-high fir block from a wrecker's yard; redwood

s six by eight inches thick, from a remodeled
house in Santa Fe. I have had laminated blocks of
pine made by a native carving shop in Quebec, and
others from a now extinct woodworking shop of a
New York settlement house. Laminated panels made
for me by a hat block manufacturer in Connecticut
thirty years ago are still without a split, whereas those
put together more recently by a cabinctmaker have
opened up, giving me no end of trouble in repairing

As for stone and marble, a trip to Vermont many
years ago yielded many discarded but sound blocks
found in a quarry area. I have not yet attacked wh
remains in my stockpile of marble table tops, slate
slabs, sandstone and limestone steps ~similarly
acquired.

The starting point of many of my pieces is a tiny
three dimensional model, very rapidly shaped in clay
or plasticine, indicating (but only to my eyes) the
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essential masses, contours, divisions of form, and
movement, whether of a predetermined subject, or a
more or less accidental configuration. Other sculp-
tures are germinated by the shape of a piece of wood
or stone which, on concentrated attention, reveals a
form worth developing.

Any commissioned work, of course, has to be care-
fully planned, and a comprehensive idea of its final
appearance conveyed in the preliminary or scale
model presented for the client’s approval. Relief
pieces are usually based on a calculated composition,
positively drawn in its essentials, though full develop-
ment as well as minor changes may evolve during the
execution.

It scems to me that the difficultics inherent in three-
dimensional carving are minimized if the material is
Kept as level in surface as possible, from the initial
blocking out stage all the way to completion. This
can be done by using the shallowest of gouges. Those
that bite deeply chop up the surface into a confus
of ruts in which the envisioned form tends to be ob-
scured o irretrievably lost. Then, too, there is a
difficulty in estimating the actual volume that will
remain after levelling. Needless to say, whatever
chisels are used must be kept razor sharp (though
time out for sharpening is irksome), otherwise the
wood will come to look as if chewed by a beaver.




The rasp is a most useful, often essential tool. The
temptation is to use it prematurely as a shortcut or
substitute for decisive carving. The result may have ENID BELL
a kind of flaccidity, as if overlaid with fat; the ulti-
mate form seems not to have been quite revealed.

Also, T have found that the emerging sculpture, in
its three-dimensional totality and the continuity of its
parts can best be kept in a state of integrated devel-
opment if worked on as much as possible in a position
permitting it to be seen in the round. Nothing leads
more inevitably to fatal errors than placing what is
to be, for example, a standing figure in a horizontal
working position, looking down at it, and over devel-
oping the front, back, and sides separately. A vertica
piece can be secured upright, after preliminary block-
ing out, to a square of board several inches larger
than its base, by means of long screws inserted near

continued on page 63
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The Fine Arts, Philadelphia Museum
of Art; Portland State College, Stetson
University, Syracuse University, and
University of Oregon.

fe has won many awards for lith-
ography, oil and watercolor. These
include Harry A. Frank Prize, 1928;
Art_Tnstitute of Chicago Woman's
Club Prize, 1928; $1000 prize, 1928,
At Institute of Chicago; Chicago
Galleries Association, 19: William
Randolph Hearst Prize, 1929, Art In-
stitute of Chicago; Halgarten Prize,
1930, National Academy of Design;
Tuthill Prize, 1930, International Wa-
tercolor Exhibition, Art Institute of
Chicago; Martin B. Cahn Prize, 1931,

stitute of Chicago; Carr Prize, 1935,
Art Institute of Chicago; Artist's Ball
Prize, 1936, American Show, Art In-
stitute of Chicago; Bower Prize, 1938,
Art Institute of Chicago; Norman
Waite Harris Medal, 1939, American
Show, Art Institute of Chicago; Jen-
nie Sesnan Medal, 1939, Pennsyl-
vania Academy of the Fine Arts; “Art-
ts for Victory” prize, 1942, Metro-
politan Museum; M.V. Kohnstamm
Prize, 1943, American Show, Art In-
stitute of Chicago; First Prize, 1946,
The Print Club, Philadelphia; Jury
Award, 1948, Library of Congress
Print Exhibition; The Philadelphia

Watercolor Prize, 1948, Pennsylvania
Academy of e Fine Arts; Old

Northwest Territory Exhibit, award
for_oil, 1949; Pauline Palmer Prize,
1950, Art Institute of Chicago; Clus-
mann Prize, 1951, Art Institute of
Chicago; $1250 Prize, 1952, Terry
Art Institute, Miami, Florida; Dana
Watercolor Medal, 1953, Pennsylvania
Academy of The Fine Arts; William
Clarke Medal, 1953, 'Corcoran
Biennial, Washington, D.C.

ENID BELL (from page 39)

the center. This provides a platform
that can be clamped to a table comer
or stand. There must also be a means
of securing the carving in a horizon-
tal position when that again becomes
necessary. This may be by means of
a large vice, wedging between pegs
in a carpenter’s bench, or pushing
against a comer of right-angled boards
high enough to prevent the carving
from slipping out

means of securing the wood must be
adequate, for many a cut finger has
resulted from  carelessness in  this
regard.

In my opinion, surface finish should
be that which most enhances form,
scale, general design, or material, and
is sympathetic to the subject. Gener-
ally, a chiseled texture is “right” for

jeces not dependent on sharply de-

fined planes or absolute clarity of
details; it has a vital mobility of light

y kind of sealer, because they all
seem to produce a rather sticky-look-
ing, hard shine which, if rubbed
lown, remains in the indentations. 1
prefer the soft gloss obtained by
applying neutral (transparent) shoe
polish, which is free from the whitish

bing with a soft cloth produces an
agreeable gloss, and many coats of
polish may be applied over the years.
T have tinted parts of decorative
carvings, such as screens and reliefs,
with a transparent wash of watercolor
which does not obliterate the texture
of the wood, and treated others with
4 combination polish and_dye. But
for free-standing_pieces, the natural
color of the wood seems appropriate.
Most woods, except those naturally
deep in color, such as ebony and teak-
wood, darken with age when ex;
to light, unless, as in furniture, the
are sealed in an impenetrable hard
(continued on page 64)

Or send your name, address. color choice and with

Artists’ Brush Holder

S

* Holder rests various size brushes.
* Palette cups can be clipped to both ends.
 Made of lightweight plastic.

® Cleans casily—resistant to turpentine and oil.

* Colors in: Red-Ivory-Green-Black-Clear-Power Blue

.98 at leading art supply dealers %

5 98 plus .28 postage and bandling (Fla. Res. add 3% sales tax)
Sorry mo COD. 10;  Dolphin Curio Shop — 810 Dodecanese Blvd. — Tarpon Springs, Florida

Useful To
ILLUSTRATORS
DRAFTSMEN
CERAMICS
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ENID BELL (from page 63)

coating. There seems to be no way
f preventing this. A white pine
sailpture, for_ example will in the
course of five years, darken percep-
tively ~ oven i Reduently polished —
and in fifteen years will turn to_ the
warm brown of mahogany. White-
wood, I|ke paper, will yellow with

aple, though unsympathetic
to carve lmc.m:e of its texture, which
mized rubber

advantage of retaining its be

blonde tone, shadows, for
e

Yind it necessary to mark a wood-

halk o

ch as red-
Anything

g, smear over the s
and penex.mm nto the grain.
the natural moisture of the hand
added to the ever-present g

times a

have passed llm)l\glx phuses of pre-
occupation rticulartheme,
confgution,
style. e
o ctomei 1o {6 biwideitug
proliferation of art reproductions in
books and magazine, combined with
s to (“(hihinmn

No spect, 1 cai
B TR i o
Iy or together, to three different objec-
tives. These are: the humanistic-
expressive, the decorative, and the
By the lattr I mean pure

text

see that

intermittently, to attempt what seems
to me the most difficult objective of
all, that of imbuing a basially ab-
stract design of shap-edged, flt, and
ved planes, projecting and con-
cave, with humanistic expression, or
“presence.”

Sculptt

Ipture receives only a f

of the attention presently accorded
painting, Its practitioners are little
known not only because of this, but
for the reason that much of their work
has always been  architectural and
numental. Yet sculpture, particu-
larly when planned for private owner-
ship, has a unique property which is
seldom exploited or even pointed out
by critics and dealers. Perhaps, be-
cause this special feature is so

obvion
h ee-st:

it s taken for grnted. A
nding  sculpture, unlike a
i o draviog, preseots & i
ierent aspect with, every change of
licht or position. Even a relief looks
Glfecent when lighted From a diffec
ent side, or from top or bottom. Thus,
pleasure in a_too-familiar piece of
sculpture may be renewed and height-
encd by a change of lighting or posi-
tion
Often, the contemporary sculpture
which recei the lio:

;T

nd ¢
B e e
size. The impact of heroic propor-
tions is felt by every one; yet since
fashions change in art as rapidly as
in clothing, the senstve, small
work may 0 be regarded
ghly as the big and bombastie

as h

DUVENECK (from page 45)

\Im an artist draws in accordance

and he draws a slim figure.”
psychological iple, Duveneck's
S i )i T &
i xChtonb'ths Josh et
S Y S Srt
cative moments, he evinced, too, a
playful sense of humor — telling per-

(continued on page 63)
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