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COVER: Robert Arneson (1930-1992).
Balderdash-Dash, 1978. Glazed ceramic. 33 1/2'
high. Private collection. Photo George Adams
Gallery, NY, NY.

SCHOLASTIC Maurice R. Robinson, founder of
Scholastic Inc., 1895-1982

FOR THE NATIONAL
GALLERY OF ART
Director EARL A POWELL, 111

Head of
Education LINDA DOWNS

Head, Education
© Resources RUTH R PERLIN
FOR SCHOLASTIC INC.

President, Chief Executive Officer, Chairman of the Board
RICHARD ROBINSON

Editor MARGARET HOWLETT
Art Director JOAN MICHAEL
Managing Art Director DEBORAH DINGER
Picture Researcher BETH KRUMHOLZ
Contributing Editor DENISE WILLI

Production Editor SUZANNE McCABE
Copy Chief RENEE GLASER

Publisher HUGH ROOME

VP, Editor in Chief DAVID GODDY

Executive Production Director - RICHARD WALSH
Director, Manuf & Distrib ] G. BROWNELL

Asecx: Dieector, Manud & Dierd GAY SICCARDI

Editorial Systems Manager DAVID HENDRICKSON
Marketing Manager HEIDI SANDRUTTER
Director of Sales GREG WORRELL

SCHOLASTIC ART ADVISORY BOARD:
Lana Beverfin. Hamson R IV School
William Harper
oy le. Cha

at

ez, Praneer High School
altforniia @ Sue Rothermel. Wimford Middbe Schal.

POSTAL INFORMATION
Scholastic Arc® (ISSN 1060-832X; in Canada, 2-¢ no. 9360) s
published six times during the school year, Sept/Oct, Nov.,
Dec/lan., Feb, Mar, ApedMay, by Scholastic Inc. Office of
Publication: 2931 E. McCarty Street, P.O. Box 3710, Jetferson
City, MO 65102-3710. Periodical postage puid at JeHferson City,
MO 65101 and at sdditional offices. Postmasters: Send notice of
sddress changes to SCHOLASTIC ART, 2931 East McCarty St
P.O. Bax 3710 Jefferson City, MO 651023710,

PUBLISHING INFORMATION
US, pricess $7.95 each per wchool year, for 10 or more
subscription to the same address. 1-9 subscriptions, each: $18.00
student, $31.80 Teacher’s Edition, per school year. Single copy:
S1.90 seudent, $2.95 Teacher's. (For Canadiun pricing, write our
Canadian office, address below.) Subscription communications
should be addressed to SCHOLASTIC ART, Scholastic Inc., 2931
Esat McCarty Street, P.0O. Box 3710, Jefferson City, MO 65102
3710 o by aling 1-B00-631-1586. Communicun
relating to el matter shoukd be addressed t0 Mangaret Howlerr
SCHOLASTIC ART, 555 Beomcheay, New York, N.Y. 10012-3090
Amr@Scholavuc.comb 126 Canadiany  addron Scholmnc TAB
Publicatins, Lk, 123 Newkark R, Richemotd Hill, Ongano L
W53 Available 1ofilm throwgh Xeron Universiry Microfibe
Inc. 0O N, Zee L. Ann Arbor, Ml 48106, Alir avalable on
micrfiche through Bell & Howell Mico Photy Division, Ol
Munsfiedd Rul.. Woster, OH 44691 Copyrgght © 1997 by Schole
Inc All Rights Reserved Material in this fssue may not be
repeoduced in whole or in part in any form or format without special
permission from the publisher.
Printed in U.S.A.

2 SCHOLASTIC ART

Many centuries separate all of the
figures shown here, but do they look

that different?

Working thousands of years
ago, African arlists created
expressive clay sculptures
like the one shown above.

Nok head. Nigeria. 400 8.c. -100 a.p
National Museum, Lagos, Nigeria, Art
Resource

ground around tombs to keep them protected. Since the sculptures were made for ritu-
al purposes, all Haniwa figures tend to look the same. The forms are angular and high-
ly simplified, the eyes and mouth are slits, the eyebrows are raised.

A strong ceramic tradition developed in Nigeria, West Africa, centered around the
village of Nok. Many highly stylized earthenware heads, like the one shown above,
have been found. A Nok head almost always has large, almost triangular eyes. The
elaborate hairstyles were designed to hold feathers. The clay has been mixed with
rocks, giving the sculpture a rough, grainy texture.

Ceramic sculpture reached a peak in Europe, with a civilization that existed in Italy

Did it ever occur to you that when you

do a class assignment involving clay, you
are using the same material people used
35,000 years ago? The first sculptures ever
created were made from the only materials
available—rock, wood, and clay. And, over
time, prehistoric people found they could
make their clay objects hard by putting them
in a fire. Later cultures learned to decorate
clay objects with paint or glaze, a material
that bonds with clay and gives it a rich,
bright surface.

China and Japan were among the earliest
civilizations to create sophisticated clay
sculptures. The Japanese warrior figure
(right), called a Haniwa (HAN-ee-wah,
which means circle of clay), was created
around 400 A.D. The base at the bottom en-
abled dozens of these figures to be set into the




before the Roman Empire began. The Egr-
uscans (about 700 to 400 B.C.) buried their dead
in clay tombs that were topped with life-size
sculptures of the occupants—often a whole fami-
ly. The figures shown above laugh and talk while
lying on their own coffin. By modeling this sculpture
in clay instead of carving it in stone, the artist was able
to include small details such as the hair, ears, and fin-
gers. These sculptures were brightly painted, and the
deceased couple seem to he alive, and enjoying
themselves.

At the beginning of the 20th century, ceramics
was considered a craft, not an art. Ceramic artists
were doing wonderful pieces. But only an ac-
knowledged fine artist like Pablo Picasso could
make people realize that ceramics can be as much
of an art as sculpture. Toward the end of his life,
Picasso began working with clay. Realizing it

would take a lifetime to learn to throw and glaze well, the
artist hired ceramists ro carry out designs such the figure on
the right. Picasso experimented with materials, broadening
the possibilities of what could be created in clay.

Japanese Haniwa figures like the one on the left have influ-
enced the work of many contemporary ceramists, including
this month’s featured artist, Robert Arneson.

Haniwa Warrior, Japan. 4th-6th century A.0. 38" high. Guimet Museum, Paris
Art Resource.

Ancient Etruscan artists created some of
the most realistic clay figures ever made.

Etruscan sarcophagus figures from Cerveteri
¢. 520 8.c. Clay, length 6' 7°. National Museum,
Villa Giulia. Art Resource

The ceramic figure ahove, created by
Pablo Picasso, can also be used as
a pitcher.

Pablo Picasso (1881 -1973). Water pitcher in the form
of a woman. 1949, Picasso Museum, Antibes.
Art Resource
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Kiln Man, 1971, Terracotta. 36" high

‘| want to make high art that is funny, outra-
geous and also reveals the human condition,
which is not always high.”—Robert Arneson

Compare these clay sculptures with those on
the previous pages. It is easy to recognize the
ancient figures as great works of art. They are
all beautiful. All the forms “work” in space.
The eye moves over the surfaces in a pleasing
way. And they all capture the essence of the

The first sell-portrait Robert Ar-  human figure. It is harder to recognize the fig-

neson ever made (below) was ures shown here, done by American ceramic
ruined in the kiln. Find out how sculptor Robert Arneson, as great works of art.
he was able to use it anyway. They may not be beautiful, but they fulfill all
Sall Portrait of the Artist Losing His the other qualifications. And they have one

Marbes, 1965. Glazed ceramic. and quality the others don't—a sense of humor.
marbles. 31" high. Private Collection

Robert Ameson’s work is known for being
funny, critical, and outrageous. And his fa-
vorite object of criticism was himself. Ameson
was born in 1930, in a small town near San
Francisco. He taught himself to draw by copy-
ing comic strips. At 17, he was doing cartoons
for the local newspaper so he didn’t much care
that he received a D in ceramics class. After he
graduated from college and got a teaching job,
he realized he would have to teach his least fa-
vorite subject—ceramics. So he enrolled in a
ceramics class. He later said, “ was always
making a fool of myself at the potter’s wheel.
Finally I learned to make a ‘well-turned’ pot. It
was perfect. But it was also very dead.” How-

4 SCHOLASTIC ART




ever, he discovered that he loved ceramics.

In the early 1960s, Ameson began making
ceramic pots with the organic qualities of
sculpture. He was influenced by Picasso’s ce-
ramics, by ancient Japanese Haniwa figures
(see page 3), and by other artists working in
the San Francisco Bay area. Ameson was soon
creating some of the most outrageous examples
of “Funk” art, as this ironic, crude, and playful
style of art from California was called.

Ameson did his first self-portrait (far left) in
1965, using the potter’s wheel. The work split
when he fired it in the kiln (a furnace for bak-
ing pottery). So he filled the crack with mar-
bles, calling it Self Portrait of the Artist Losing
His Marbles. Kiln Man (left) is a portrait of the
artist as his tool. Ameson’s use of implied tex-
ture (the clay only looks like brick) symbolized
his need o link the arts of the bricklayer, the
potter, and the sculptor.

In the 1970s,

chosntomateone o e artts el

rtraits took on

Klown's (below) ears a 50 Gkt tone

bright red-orange? : )

’ ’ During  those
Klown, 1978. Glazed ceramic, 37"

high. Des Moines Art Center, Phote )0 Ameson

George Adams Gallery, NY, NY, developed can-

cer, and his work reflects his feelings. In both
Kloun (below left) and the head on the cover,
Ameson hides his own face with a skintight
mask. The tongues stick out grotesquely. In
Last Gasp (below center), the artist gasps for air
above the water spilling down the column.
The beard's rough vertical texture adds to the
feeling of movement. The shaggy head con-
trasts with the smooth, wet-looking water.

At the end of his career, Ameson created bit-
ing social comments. Holy War Head (below
right) is a distorted head set on a pedestal covered

Last Gasp (below), which chfgm: O:}d; ief_
shows a human head com- fects of sigclear
ing up for air, was done Rolesi A
during a difficult period of WAL Robert Ar-
the artist's life. neson  died in

1992, nine years
after completing
is work.

Last Gasp, 1980. Glazed ceramic.
52" high. Private Collection. Photo
George Adams Gallery, NY, NY.

To create the work below,
Ameson dented one side of a
clay head with a basehall bat
to distort the features. He
covered the pedestal with
even, unemotional lines of
words describing the effects
of war. When parts of the text
fell off during the firing
process, the artist decided to
leave it. It looked like just
another casualty of war.

Holy War Head, 1982-83. Glazed ce-
ramic. 72" high. Private Collection.
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‘I like art that has humor, wit, irony, and
playfulness.”"—Robert Arneson
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The subject of Robert
Arneson's sculpture on the
right is Pablo Picasso,
probably the most famous
artist of the 20th century.
Here Arneson comments on
Picasso’s work, his
personality, and his place in
art history. '

|
.

Pablo Ruiz with Itch, 1980. Glazed
ceramic. 87" high. Nelson-Atkins
Museum of Art. Photo George
Adams Gallery, NY, NY.

-

In the work on the left, Arneson spattered paint on a portrait of
artist Jackson Pollock to make a clever statement about
Pollock’s work.

Jackson Pollock, 1983. Glazed ceramic. 23" high. Private collection
6 SCHOLASTIC ART




MASTERP IECE OF THE MONTH

Preview

At the beginning of the 1980s, Robert Ameson said, “I'm
interested in doing what it seems you can’t do—and that’s to
mix humor and fine art. Humor is generally considered low
art, but I think humor is very serious. It points out our mis-
takes and errors of judgment. Because I deal with self-criti-
cism in my self-portraits, | am going to have to think about
all the criticism I've been getting lately.”

As Arneson’s work became more well-known, he began to
find out how hard it is to create humorous art works and
have them taken seriously. Most of his sculptures are clever
visual jokes, but they also have deeper meanings. Arneson
was interested in art history, and he based many of his works
on well-known artists. His portraits are not merely likeness-
es. They also incorporate qualities associated with his sub-
ject’s work, personality, and place in the history of art.

One of Arneson’s favorite artists was early-20th-century
Spaniard Pablo Picasso (1881-1973. See page 3). Arneson
places Pablo Ruiz with Itch (left) at the very top of a classical
column made up of examples of Picasso’s many art styles.
The head is taken directly from a Picasso self-portrait. The
angular pose refers to one of Picasso's most famous paintings.
Arneson comments on Picasso’s financial success by showing
the famous artist “scratching his own back.”

Another of Ameson’s artistic heroes was American
Abstract Expressionist painter Jackson Pollock (1912-1956).
who revolutionized modern art with his canvases filled with
splashes, drips, and trails of paint. In Jackson Pollock
(far left), Ameson captures the worried, distant
look seen in photos of the artist. Arneson
admires Pollock. But he questions the legend
of the artist as tragic hero by covering the
portrait with a random pattern of spattered
paint that looks just like a Pollock painting.

Robert Arneson also did sculptures—like
the pair of shoes on the right—based on the
works of American painter Philip Guston (1913-
1980). Guston created a world of sinister, cartoon-
like figures. He depicts scenes from his own life, featuring
himself as a hooded figure, a bloated head, or a huge pair of
feet as in the painting titled Sleeping (top, right). Ameson
probably identified with Guston’s use of dark humor to
€Xpress serious issues.

Look carefully at a dollar bill. Do you recognize Arneson’s
portrait of George Washington on pages 8-97 In George and
Mona in the Baths of Coloma, George is accompanied by
Leonardo da Vinci’s Mona Lisa, probably the most famous—
and expensive—work of art in the world. Mona Lisa is known
for her smile. George smiles too. By putting these two togeth-
er, what do yu think Arneson migh[ be saying about BIEY; Homage to Philip Guston (1913—1980). 1980. Glazed ceramic. 38" (left shoe); 42 172*
happiness, the art world and the combination of all three? (right shoe). Private Collection. 84° x 69". Private collection,

Philip Guston (1913-1980) Sleeping, 1977. Oil on canvas, 84" x 69", Private collection

Robert Arneson admired the paintings of artist Philip Guston (see
work at the top of the page). Ameson did this pair of ceramic
shoes as a fribute to Guston.

SCHOLASTIC ART 7




ART SPOTLIGHT

AFTER ARNESON

Each of these artists has used clay in a very different way.

10 SCHOLASTIC ART

< Frog World

How would you feel if you or-
dered a burger and the object shown
on the left was put in front of you!

The creator of this “frog burger,”
contemporary American ceramic
sculptor David Gilhooly, began his
career in the 19605 as a student of
Robert Ameson at the University of
California. Gilhooly’s work, like Ar-
neson’s, is based on humorous plays
on words. Mad Dave Burger is an ex-
ample of the series of ceramic pieces
for which Gilhooly is best known.

The artist looks at society through
the eyes of the animal world. He is
particularly interested in the frog
civilization, which he sees as devel-
oping parallel to the human civiliza-
tion. In his ceramic works, the artist
traces the history of well-known frog
personalities—they appear on mon-
ey, in food, as heroic statues.
Gilhooly says, “The frog interprets
and appreciates our culture as badly
as we interpret his. Though usually
we're worse.”

In addition to the frog, this burger
contains an absurd pile of raw steaks,
slabs of cheese, whole eggs, blood-
red tomatoes, and rubbery lettuce.
The work makes a sly commentary
on the quality of life in our fast-food
society.

“Anything that might concern you
about life can be corrected by
expressing it in clay.”—David
Gilhooly

David Gilhooly, b. 1943. Mad Dave Burger, 1993
Ceramic. 14 1/2" high. John Natsoulas Gallery,
Davis, CA.




< Giants in Clay

Since childhood, contemporary
American sculptor Viola Frey
has been fascinated with small
ceramic figurines. She has col-
lected them for years at flea
markets and thrift shops. The
artist is especially interested in
the ones she feels are “too aw-
ful to use right away.” Twenty
years ago, at the beginning of
her career, Frey began to create
her own clay figures, enlarging
them, and combining them in
groups. They became larger and
larger, and so did the concepts
behind them.

The ceramic sculpture on the
left, Artist / Mind / Studio / World,
is over seven feet tall. In this
work, an enormous woman is
surrounded by smaller figures.
Most of the small figures are

men dressed in business suits.
Pethaps this is the way the
artist experiences the world.
Art and the artist, symbolized
by the tall woman and the clas-
sical column in the center, are
surrounded by men in suits, a
sign of power in corporate
America. The men hold, or
control, even smaller doll-like
figures. But no one can control
the creativity of the artist who
LOWETS OVer everyone.

This huge ceramic piece was
made in parts that were fired sep-
arately, then put together. The
sculpture was painted with thick.
brilliant patches of glaze. The
artists  uses only  primary
colors—bright reds, blues, and
yellows—to intensify the power
of this monumental work.

“Ityou say ‘clay is art,’ that becomes a battleground. No one knows
what clay is. It just becomes what it needs to be."—Viola Frey

Viola Frey, b. 1933. ArtistMind/Studio/Worid, Series || 1993, Ceramic, 75" x 50" x 50", Photo

Nancy Hoffman Gallery, NY, NY.

v Ceramic Landscapes

Contemporary American ce-

ramic artist Wayne Higby grew

up in the high mountains and
open landscape of Colorado.
For the past 20 years, the artist
has lived in a small town in up-
state New York, not far from

the Great Lakes. The spectacu-
lar natural settings of these two
areas have been the driving
force behind Higby's unusual
ceramic landscapes.

One of his best-known

pieces, Tower Lands Winter (be-

low) was inspired by a stay on
the coast of Maine, where the
rocks and the ocean seemed to
meet. The artist says, “The
boulders, the water stretching
around them, and the sky arch-
ing over the whole landscape
all seemed to be in balance.”
Somehow, Higby has made the

elements in this sculpture seem
distant. Yet they all appear to
be on a single flat plane that s
close to the viewer.

If you look closely ar this
plece, you can see that it is ac-
tually made up of five different
containers. When the secrions
are moved apart, each works as
a  separate  design. The
straight, angular, geometric
shapes of the containers con-
trast with, and visually bal-
ance, the natural curves of the
water, snow, and mountains.
The entire composition seems
to flow together, making it
hard to tell where one section
stops and the other begins.

“I'm interested in the way
things in the landscape hold
one another.”"—Wayne Highy

Wayne Higby, b. 1943, Tower Lands Winter, 1988
Five andscape containers. Earthenware, Raku
147/8" x 33 1/4" x 4" Photo courtesy of the artist
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CRITICS CORNER \

VISUAL
JOKES

The odd-looking creature on the left
is made up of clay figures that are
featured somewhere in this issue.

Can you find each of them!?

1. Can you find the work each of the details shown on the left is
from and write down the page number?

A D O
B E
54 F

2. Which of the following terms could be used to describe the
sculptural characteristics of each detail! Write in the corre-
sponding letter (or letters; several styles might apply).

_ Curved shapes _ Angular shapes
Color glazes Monochrome
Rough texture ___ Smooth texture
Shiny surface _ Dull surface
Concave shapes Convex shapes
Incised lines _ Raised lines
Implied texture ___ True texture

3. Some of the oldest sculptures found in the ruins of ancient
civilizations were made of clay. Based on the information provid-
ed in this issue, can you put the details on the left in chronologi-
cal order. Just fill in the letters below, oldest to most recent.
(Hint: the list begins with B.)

B

4. Which artist or culture created each of these images?
o AT T e S S i)

G
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oo ps Sculpting in Clay
Featuring Robert Arneson

1. Why did people first begin working in clay? What were some of the clay processes they learned?
2. Who were the Etruscans and what was unusual about some of the clay figures they sculpted?
3. Name three characteristics shared by all the sculptures you've seen in this issue.

4. Robert Arneson said, “Finally | learned to make a ‘well-turned’ pot. It was correct, perfect, but basically very dead.”
What do you think the artist meant by that statement?

I
! 5. How did Arneson utilize a mistake he made while doing his first self-portrait? Does his attitude give you any ideas
5 about creating your own art?

I 6. Can you find some examples of “Implied texture” in the works on these pages? What is the artist trying to communi-
cate with this device?

7. How did Arneson go about creating Holy War Head?
8. In his work Pablo Ruiz with Itch, how does Arneson see artist Pablo Picasso?
9. Why would paint spattered on Jackson Pollock’s portrait be a clever statement about Pollock’s work?

10. The painting on page 7 by artist Philip Guston in some ways resembles a cartoon. Does this work look very funny?
How might Robert Arneson have identified with Guston?

11. By inventing a world peopled by frogs instead of human beings, what do you think artist David Gilhooly is saying
about contemporary society?

12. Viola Frey's sculpture is called Artist/Mind/Studio/World. What do you think this title means?

13. What is unusual about Wayne Higby's ceramic landscape?
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