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INTRODUCTION

So-called art has been taught in the public schools
of the United States long enough %o have a history. Art
training was put into the schools to meet the demands of 1in~
dustry. 8Skills~-not creativeness--was the goal set. The
child was given a sheet of white paper and & well-sharpend
pencil. How parelysing that sheet of pristine paper was
for hands solled with the sweat and grime of the play-
ground ! After years of struggle to make technicians of the
‘ehildren by way of painstaking coples of printed models,
color was introduced into the schools. The children's Joy
of color knew no bounds but still there wss much imitation
and 1ittle, if any, creative result. Agaln technique was
the firet goal set. Today the child 1s exposed %o a long
118t of materials, each with its challenge and 1ts possi-
bilities, and the list continues to grow. FProgressive art
teachers todey are stimulating any creative impulse and
minimizing technlques.

kducation continued in its march of progress and
a few years ago the art teachers of the country were told
that they were not keeplng step with teachers of other
departments in the study of modern psychology and the un-
derstanding of child development. Art teachers, in turn,



complained of lack of understanding and appreclation of
art values on the part of classroom teachers, principals,
and superintendents. The breach 1s slowly eclosing and
art 1s being looked upon Soday by the progressive leaders
not as & 'frill', but as & very useful tool. It is the
task of the present-day art teachers %o deaignaus and
maintain the proper plsce in education for art study. The
art teachers must see that art is more than & useful tool
for emergencies and be more than willling servants to do
the bldding of other teachers. While wholeheartedly lend-
ing a hand in making art function in the school, the art
teacher should not lose sight of his chief goal--ever to
be on thesalert to dlscover and clear the path for the
ereative child. The coreative minds constitute the nation's
wealth of the future. They willl be the leaders, and 1t i
the art teacher's problem to meke of the remaining crowds-
art sopreclators--good followers. ¥he creatlve child must
not be foreced to keep step with the crowd and follow the
beaten path. He must be allowed Lo wander, to leap to new
crags and untried tralls.

Art teachers, no less than other teachers, must
" harken to the psychologist as he explains the working of
the human mind. They muat, %oo, keep step'with the lead-~
ers of education--perhaps become the leaders in some
places. Again, they must know thelr time--the trends of
thought, the needs of the people. They must evaluate the
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teaching that has gone before and dlscover the weak links,
in order to find new ways to strensthan‘thelr teaching.
The purpose of this project is %o show the advan-

tage of the three dimensional epproach to the perception
of landscape forms by means of clay modelling.

~ The pethod employed was first, to shape the models
 for the general proportions and size desired; seoond, the
_larger planes in thelr relative proportions; and finelly,
to add the sub-divisions and detalls. In the simpler mod-
ele close attention was given to aoquire the technique=-=
the clean, sharp joining of one plane cutting another--
which 1s so important in the poreeption of the bulk of
ecech of the uniting forms. When the models were completed
and ready to photograph, the grestest care wes taken that
all edgealwerc clean-cut and definite, and the surfaces
well considered as to the form beneath. MKasses were con-
sidered from all viewpoints so that the study would be in
reality & three dimensional one; thus several compositions
coulﬁ‘be studied in one model. In finishing the model it
1s desirable to have the clay in such & state of molisture
that it can be cut as one cuts a bar of goap--without
disturbing the mass. Photograephs nust be made soon arter
the modelling is completed, since the edges are likely o
be altered in the process of keeping wet wrappings about
the models to prevent oracking of the smaller parts.



QUTLINE OF THE STEPS IN THE PROCESS

A, 8Steps in the process which I propose:

1.

2.

S

4.

Meking clay models of type forms--cones, eylin-

ders, rectangles. These are some of the baslc

forms underlying all forms of nature. Involved

in this will be the study of proportion and varia-

tion toward satisfying design, plus the study of

light and shade to produce patterns of dark and

1ight,

&, Photographs of clay models

b. Pencll sketohes of model

¢. Color notes-~(poster paint) showing the light
and shaded areas formed by the model

Cley modelling of abstract forms from cones, eylin-

ders, rectangles., Involved in this will be pro-

portion, variation, lighting, and stimulus to cre-

ating forms of interest.

a. Photographs

b. Blsck and white renderinzs in ink or poster
paints |

Group I, of simple abstrect forms of hills

&a. Photographs ,

b. Color sketch of these--flat line modelling

Group 11, more complex hill forms with some detall



&, Photograph
b. Penell outlines

8. HModel of & stream cutting through a meadow
a. Photograph
b. Pencll sketch

6. Clay model group of trees--based on forms in 1.
{see above)
&. Photograph
b. Pencil sketeh

7. Clay model. Hills and trees
a. Photograph
b. Color study

8. Clay modelling of mountain forme showing increas-
ing complexity '
a. Photographs
b. Poster sketohes

9. Model of natural bridge over & stream
a. Photograph
b. Color rendering

10. Pencoil sketches from nature
a. Translated in golor--water-color--oll
11. Study pletures of landscapes to disecover the art-
ists' rendering of the third dimension
e, Collection of prints used
B. Objectives in Modelling Landscape Forms. (High School



Level)
1. Primary
&. More adequate perceptions of landscape forms
2. Becondary
a. Accumulation of images with whioh %o design
b. New Anterests in medlium and subject
O Hewjappilcatians~-a uge of sollds in develop~-
ing patterns of dark and 1light
1. BSuggestions for school stage sets
- 4. More complete understanding of plotures.
C. Reading Oblectlves
1. General knowledge of art fleld
2. Design from the sculptor's viewpoint
e Design,with landscape forms
4. Biography of artiets--their time and thelr problem
6. Appreciations--attitudes and factors. How the mat-
ter of teaching appreciations 1s belng considered
in public schools V ;



CLAY MODELLING AS A MEANS OF
TRAINING FOR MORE EFFECTIVE PERCEPTION OF LANDSCAPE FORMS

Americans, as & people, are notoriously unappreci-
ative of art and have oreated few, if any, national art
forms.* Richards says, "One matter 1s clear--if we are to
attaln fullness and maturity in our national 1life we must
inevitably reach the point of expressing ourselves artist-
ically as well as materially, for no netion can attaln
full spiritual and intellectual development until 1t com-
prehends in its own 1ife all the powers of eXxpresslion
needed to satlsfy aspirations and desire.” He says that
we may look to the public schools %o arrécu the outlook of
the coming generation but that thils hope wlil be fulfilled
only to the exfont that we suooeed.in earrying the in-
struction beyond mere technical tralning and %o some un-
derstanding of the aesthetlc values nnd’or art in our
daily livee.

Students in our High Schools and Colleges are se-
riously lacking in knowledge of nature forms and are ocor-
respondingly handicapped in creative lmpulses. Teaching
of techniques have been over-emphasized and the acquiring

of clear images seriously neglected.

1. Charies R. Richarde, Art in Industry, p. 478.



Henri says "the kind of seeing and the kind of
thinking of the student who has the model always with him
is entirely different from that of the student who draws
after the model has been removed.‘l He speaks of the
“soncept and carry" method. There are no clear images
left in the student's mind. “Images", says Carr, are
gualitatively like sensations - but less intense and viv-
1d. They are dependent upon previous sensory axporlenooa.'a
Most people think of an object but have no image of that
objeot. They have never had a clear and complete percep-
tion of 1%, for such & perception requires more than merely
looking at an objeet. In the words of the Arablan proverb
"the eye is blind to what the mind does not see". "Seeing
is not & mechanical process, and for the mind to gee, 1T
must not only be on the alert but be capable of seeing."®
This would mean that there must be some intellectual sensi-
tivity as well as sensitory sensitivity. Intellectual
sensitivity will include knowledge of form, of proportion
and design, of materials, and a familiarity with creative
work of artists who have gone before. Thls means an ap~
preciation of art aside from nature--a realization that
“Art is Art precisely because it 1s not Nature®.

Updyke says "one of the orying deficlencies of

1. HRobert Henri, The Art Spirit, p. 21.

2. Carr,

) .
3. George i Upiyke, Art and Nature Appreciation, p. 5.
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our American system of education is that 1t does so little
for the appreciation of art®. To appreciate we must under-
stand, we must know many approasches. Every ﬁov avenue of
approach strengthens & student's ability to understand and
appreclate an artist's message in the art form he has ore-
ated. Clay modelling of landscape forms gives new under-
standing to the plotures of such painters as Greco and Ce~
gzanne of the past, and of Woodbury, Bruce, Grant Wood,
Millard Sheets among present-deay painters.

The amazing end growing list of materials on the
market to put into the hands of the children makes it pos~
gible to give to the students new art experiences and hnhee
broesder viewpoints.

"Studying in only one kind of art develops fixed
habits of perception, which results in an uncomfortable
perplexity when one comes in contact with work in another
art®.l Thie idea oaﬁ be transferred to the use of differ-
ent medla. If, after working in two dimensional material,
the gtudent turns to modelling &n object in elay, he will
then more readily feel the bulk of things--the thrust of
size and welght, the forces that orested these forms-~that
third dimensionel element which Cezanne so successfully
put into his paintings. When the g tudent handles land-

scape forms only on flat surfaces, he is likely to miss
1. George Updyke, op. git., p. 13.
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this feeling of third dimension.

Thie lack of feeling of the third dimenslon on
the part of art students is expressed by Henrli when he
says, “no use trying to draw & thing until you have got
all around it."% Develop your visual memory. Meke the
hill express ite bulk. Get one form that looks like the
tree, rether than 1ittle pickings at the branches. Give
the tree its 'gesture'. Plastic clay would seem to be the
ideal material for such goals.

Henri also sald that if you work from memory you
are likely to put in your resl feeling. In modelling a
landscape the student must of necesclty work from memory
or the brief notes of & skecch.s

A common fault in painting 1s & lack of solidity-~
the failure in employment of bulk as & factor of express-
ijon. Obtaining this solildity is a matter of conception.

We are told by Cheney "the Chinese artist sensed form. . .
Sculptors too often rely upon obaervation of nature, rath-
er than upon any sdeectlve emotion of their own.“a

If the student turns to painting his experience
in modelling will be one more added skill to bring to his
gelection of some particular aspect worth remembering. It

will help in "narrowing down the flood of stimulli" he

1. Robert Henri, op. i
s ; + 0D« git
S Cﬁcﬂ@yo Primer of Modern Ari, p. 288.
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meets when studying nuturo.l

Landscape seems to hold &n unvarying interest
for the average person. It 1s the popular subject chosen
for home decorations, and the ever-popular nature form

o "Landscape appeals to strongly

that appeals to children.
to children of all ages, and is 80 noble a form of paint-
ing, that every occaslon should be taken by the teacher %o
keep beautiful landscapes before the puplls. It is much
more abstract than figure drawing and reveals the forms of
design more definitely than portraits. It is the final
background against which 1ife plays 1ts drame, and on
that account alone stimuletes our emotions as stlll life
never does, yet does not swamp our intellect as figure
of'ten does.'a

Through the medium of landscape all the princlp-
les of design can be taught: (a) gubordination, in the
branches to the trunk of a tree,--or in one tree to an-
other, (b) rhythm, in the movement of growth in the repe-
tition of rorn; (o) opposition, contrast of vertical and
horizontal masses, and in the opposing lines of trees,
(d) balange, in proper spacing and arrangement of forms.

Nothing is more difficult than %o bring to the

understanding of the student the fact that art is not &

1. Thomas Wunro, American Federation of Arts, "Reasons
for nodellifé;i June 1 . :

2. Belle Boss, ArS in She Sehools, p. 62.
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duplication of nature. The medium of clay 1s admirably
adapted to help him at this point. When he feels the
challenge of this plastic medium he can more easlly enter
the happy field of fancy and imagery. "Imagination 1s as
much & normal and integral part of human nature as 1s
muscular movement®, says Dewey; so let us bring %o the
students of our school every avenue, every medium, every
environment, that will open new gateways to these normal
nrsea.l

Recognizing that no plant can grow and develop
fully without the proper soil to supply 1ts needs and
without the quantity needed for each stage of 1ts growth,
we, as art educators, must help to cultivate and prepare
2 fhey
must have an understnnatng and appreciative public. There

the soil for the creative artists to thrive in.

must be "the creative spirlt and 1ts varied manifestations"

of whioch Hughes Mearns speaks. We must open new doors of

experiment and new vistas to challenge the creatlive mind,

raise the flood gates to “the torrential force that comes

unbidden . . . to fashion things out of wood, color, fab-

ric, clay, and words."> |
In his lectures on art appreciatione, Mr. N. B.

Zane says, "There are two types of appreciation--passlve

1. John Dewey bemooracy gnd Eduostlon,

2. Progresalvé ucation Assoclation, A Symposlum, "COre-
ative Expression Through Art®.

5. Hughes Mearns.
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and activo.“l A major proportion of the public school art
students will become the passive apprecletors of America
unless we ocan, by our enriched training, send them cut with
keener sensibilities and deeper understandings of art ex-
presslons.

If we, as & nation, are to produce new art forms,
we must create a soll in which our artists can take root.
The primary aim of public schools ls not to produce art-
igts; but they should be producing active apprecliators and
not be attempting this by eny fixed courses of study or
stressing of technlgues.

All readers are not authors and poets, nor are all
palnters and sculptors creative artlsts; but if there were
not appreclators why would the artist create? If there
were no audlence what inspiration would there be for ex-

pression?

Besgons for the Choice of this Thesls

, We are facing ridioal changes in the teaching of
art in the public schools because old methods have been
found wanting. The art teaching of the past 1s not fune~
tioning. Art teachers have found that after children have
gpent from elght to ten years in the public school art
eclasses, the majority of the pupils do not of their own

volition oreate and experiment with materials and various
1. N. B. Zane, Lectures on Art Appreciation
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media. They ere content to copy. They follow the Amerl-
can tradition in considering art.ror the few gifted ones,
get these on false pedestals, and consider thelr work only
for pastime and not for practiocal everyday needs. Our
graduates buy with the same lack of taste and discrimina~
tion in color and design, and they admire orude forms of
art products--piotures, sculpture, pottery, household
furnishings, clothing, ete. Educational goals have bhanged.
Educators are vitalizing the courses of study. They de-
mand that art function in the ohild's daily school life.
He designs his own costumes and stage sets for his school
plays, paints and carves and wodels &s his studles lntro-
duce him to new fields of 1nvo¢t1§ntion end interests.
There is & definite attempt to allow students to shoose
their art work in their own field of interests rather

than to have all work on the seme get problem--in the same
size, media, and motif with a closed portfolio or the
wastebasket for its final resting place.

We are realizing that the teachers of art must
have a broader and a better concept of the needs of éur
gtudents in thelr etudy of art. Students must realize
that art 1s.a language--s8 means of expression and that
they must have something to express as well as a method or
technique of expreesion. Properly trained teachers will

help them to this realization.
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We must constantly find new materiale and new
methods to stimulate oreative impulses in the students.

We must recognize the power which material has to suggest
and arouse the coreative urge in varylng degrees in dirg
ferent pornnnalities. Hence the greater variety of media
we are providing for the studénts.

Whenever possible, we must destroy the fear that
students have of spoiling material. Clay meets this need.
There is a value in a medium that is so r«spénaive. 80
easily sltered and corrected, and that gives greater phys-
ical freedom than other media while working.

We must meet the situation in art teaching that
our students do not have clear images of nature forms with
which their fancy can play in design. These images supply
material for (a2) simplified realistic forms, (b) slightly
stylized, (¢) highly stylized, and (d) highly fantastio
forms.

This method of work will give new understanding
and new appregiation of the work of artists in warious
fields--painting, sculpture, and industrial designing.

It will help to the understanding of the third dimension-
al, invisible, inner quality of rorm-~tha force back of
form~--the bulk of the hill, the thrust of the mountain
peak, the play of plsne into plane, the bullding up of

form againet form, the setion of the elements--the dra~
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matic forces at work.

VWorking with landscape forms in oclay will bring
to the student from another viowpolnt'tho understanding
thet "ert is art precisely because it is not Natuéo“.- By
gpreading this understanding we will be lncreasing our

audience for the message of all real art forms.

Rezgong for Gholce of Landscape Fors.

Landscape rather than other nature forms weas se~
lected for this project becsuse of certaln well-known facts:
the universel interest in lendscapes at &ll age levels
could be utilized. The subject material is at hand for
everyone, and each gtudent has dally contect with it. Ex-
perience in the elaseroom proves that, although the sub-
Ject matter 1s so asccessible, there is a lack of knowledge
of landscepe forms. The freshness of the subject--the
faoct that so few have considered landscape forms in three
dimensional sspects whille so many have treated them in two
dimensions--also influenced the oholce. And finally, the
number of banofiﬁs and applications possible--the increase
of knowledge of forms, the interpretation of the works of
others, end the stimulation of oreative design and con~

gtruetion.

Blan for the Development of the Frojeot.
‘A plan was carefully worked out for the develop-
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ment of this project whioch made each step a clarifying
progess for the one to follow. The 0ld method of utiliz-
ing type forms was employed in order to reduce difficul t-
ies to a minimum and to demonstrate the challenge of
playing with these simple forms to secure variety of pro-
portion and interest. From the slmple typa'rorme advance
was made to simple hill forms.® EHech of these was modelled
with great oare both s¢ to bulk and the manner of surface
cutting surface. More complex hill rorma followed, the |
problem inereasing in difficulty. Maes against mass wes
considered; rhythm of line and variety in size, sought.
Following these compositions of hill forms other features
were 1ntroduoed,‘ such 2s strear courses, neatural bridges,
tree and rock formations, sand dunes, rolling hills,
roadwaye, end ebrupt cliffs. Next came the problem of
gelecting simplified basic ﬁlanes and sdvancing to more
end more complex ones. With this incressed knowledge of
various forms, more freedom was introduced which resulted
in creative and fantastic forms.

Photography was utillzed to retain many patterns
of shadows on the clay modele.® Prints and originel

1. Appendix p. (1)
2. Appendix pp. (2), (3)

3. Appendix p. (3)

4. Appendix vp. (4), (8), (6), (7), (8)

8. Appendix
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paintings were studied to familiarize the student with the
su@dcuaful use of the third dimensional aspect in the work
of masters. The making of both color and pencil sketches
accompanied the modelling to add interest and %o test the
inereasing knowledge of landsoape forme. Photographe

were made from the clay models and from these slides to
clarify the explanation of the process to teachers who may
care to try the plan.

The chotce of clay as & medium in this project
wae based on aéver&l resscns: one of the sepects of the
problem of encoursging creative minds in the publiec
gohools is the fact that classrcoms are more or less re-
pressive. For the good of the whole there must be re-
gtraint with reepect to movement, noise, and confusion.
Clay work furnishes physical release, since more active
positions ocan be taken by the child. The time-worn ma-
terial used in the schoolroom is paper. Clay has not
been utillaod to any extent in upper classces. A new ne-
dium (in landseape study) of entirely different qualities
and possibilities 1s stimulating. Working in this three
dimensional material helps to develop & better understand-
ing of art forme in the various fields and many comnuni-

ties offer little or nothing in the way of art forms
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except prints.

Few art teachers have not hed the éxpcrionce of
geeing some active, lively boy slide his golled hande out
of sight when her clean hand placed & spotless paper be-
fore him. Olay takes away this fear of spolling material.
It has & particular challenge in this respect because it
has no intrinelc beauty to destroy, and yet it 1s so sen-
sitive a material. It stimulstes the creative urge and
thue lesds to many avenues of interest. Unlike water
golors 2nd other medis, there is no crucial moment when
1% cannot be laid sside without injury to the final re-
sult. If alterations apre neesded, they can bz made quiekly
and without the dlshesrtening results experienced when
workinz with other media. Working in clay causes little
eyestrain--one of the objections made against art work for
gome ohildren. Meny children find in modelling & rellef
from the dally routins--a chancs for the imegination %o
play-~in the manipulatlon of clay.

Plen for Introduoing end Tesching the Sublect.

When introducing this method of developing per-
ception of landscape forms to teachers, both the subject
and the goai must be presented in & ecareful and convineling
manner. Fach step in the process must be explained and

1llustrated by photographs, slides, and the clay models
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themselves. Careful explanations must be made of the
gradual inorease in difficultles and the necessery tech-
nique of each step. Finally, many illustrations of in-
dustrial design should be used %o show the possibilities
for the play of fanecy in this fleld of modelling.

Studcnto must also have a clear understanding of
the aims of clay modelling. To this end, they must be fa-
miliarized with the possibilities by explanation of the
project as a whole. An understending of land forms
through instruction in geography and geo logy should open
the way to appreoiatlon’or landscape forms. Knowling some-
thing of the great forces which brought about these land
forms, the metlon of sun and rein and wind in producing
‘land eroslon and waterways, will be an intelligent ap-
proach to the study of landscape forms and the third 4i-
mensional aspect of these forme.

Purther richness oan be added to this study be
relating it to the student's work in other departments,
such as literature. Many i1llustrations in prints, photo-
graphs, slides, and models should be uged to arouse the
interest of the student before he begins his work on the
project. The possibllities in playing with proportions,
oreating imaginary and fantastic forms, and making de-
signs for industrial objects should be developed. After
‘this lerger view of the alms of the project, the -ﬁudont
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CONCLUSIONS

Clay modellinz simplifies the study of landscape forms.
It develops realization of the ﬁulk and size of these
forms.

It brings fresh material and suggests new viewpolnts
te the young art student.

It stimulates the observation of landscape forms and
the oreative urge.

It helps the student to interpret the work of great

masters and increases his enjoyment of art foras.
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