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ABSTRACT 

The Beaux Arts Academy lasted some three hundred years, and by 1900 had 

become an international phenomenon with schools in every major capital of the world. For 

three centuries it produced the artists who formulated and founded the major periods of 

occidental art history - the Rococo, NeoClassicism, Romanticism, Realism, the Animaliers, 

Impressionism, Symbolism, the Barbizon, the Nazerene and Pre-Raphaelite Brotherhoods, 

Orientalism, Victorian Art, Art Nouveau, Art Deco, Advertising and Illustration, 

Surrealism, Fascist and Socialist Realism, and the Westem Art of Indians and cowboys. 

Despite its substantial and highly significant history, the Beaux Arts Academy has 

been virtually ignored by historians of art education. When the Academy system is 

mentioned, two major problems become apparent: 

1. A narrow definition of the Curriculum that exclusively emphasizes 
DRAWING as the technique, and the HUMAN FIGURE as tiie subject 
matter. The existence of Beaux Arts Sculptures of Lions, Eagles, and 
Equestrian Monuments by the thousands across the occidental world imply 
a larger, more extensive, more complex Curriculum. 

2. A highly critical. Negative Bias against the Academy. This negative 
perception is inconsistent with its 300 year history, and intemational 
adoption. 

To resolve these discrepancies the author interviewed the last, surviving sculpture students 

of the Beaux Arts Academy system, in the United States. 

The results of the Sculptor Interviews challenge the narrow and negative perception 

of the Beaux Arts Academy held by scholars and historians in three main areas: 

1. The significant presence of Sculpture, as well as Painting, Architecture, and 
Landscape Design in the Academy Curriculum. 

2. The study of subject matter beyond the Human Figure, including: Costume, 
Rora, Animals, and Architectural Forms. 

3. A positive perception of the Academy system. 

Interview Results confirmed the author's Hypothesis - the Beaux Arts Academy 

Curriculum was larger, more extensive, and more complex than described by historians of 

art education. Other significant features to emerge from the research were the import of 

interdisciplinary Collaborative Competitions in the academy curriculum, and the distinction 

between the education of Fine Art Sculptors and Architectural Sculptors. 
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CHAPTER I 

INTRODUCTION 

Introduction to the Study 

By the beginning of the twentieth century the beaux arts academy, a 300-year-old art 

education institution devoted to public art (MacDonald, 1970; Rheims, 1977; Cogeval, 

1986) had been adopted by countries around the world (Pevsner, 1973; Weinberg, 1991; 

Goldstein, 1996). Despite its prolonged and intemational success, U.S. historians of art 

education have not significantiy considered this substantial school of art education. One 

reason may be a lack of accurate information about it as presented in the texts used to teach 

the history of art education. Another may be the lack of scholarly attention given to the 

academy curriculum. The commonly held understanding and description of the beaux arts 

curriculum does not adequately account for the complex nature of the artwork produced by 

its students. It is the author's contention that the curriculum was much broader and more 

comprehensive than is presently understood by art education historians, students, and 

instmctors. 

The author surveyed six beaux arts sculpture students in order to generate primary 

source information about their experiences with the beaux arts curriculum. The survey 

results were analyzed using descriptive statistics and content analysis. These were 

compared with (a) a content analysis of the literature used by contemporary art educators in 

teaching the history of art education, and (b) a subject analysis of artifacts produced by 

students of the beaux arts academy curriculum. 

Problem Statement 

The purpose of this study was to provide an interpretation of the beaux arts academy 

system based on the perspective of a purposeful sample of those who experienced the 

beaux arts sculpture curriculum between 1915 and 1952. In 1996, the author surveyed art 

educators to identify the texts used to teach the history of art education. This wcis the first 

step to identifying parallels or discrepancies between the perception of the beaux arts 

academy held by art education historians, and (a) existing, beaux arts sculpture artifacts, 

and (b) the primary source experiences of students of the beaux arts academy system. 

A questionnaire administered to 35 art education institutions in the USA provided a list 

of literature used in teaching university level students the history of art education. A review 

of this literature indicated a discrepancy between the description of the beaux arts academy 

curriculum, and the sculpture artifacts produced by students of the academy system during 
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the late-nineteenth and early-twentieth centuries. As described in art education literature, 

the beaux arts academy could not account for the substantial presence of sculpture. This 

inconsistency forms the initial, fundamental rationale for this research. 

The specific inquiry that directed this research derived from the artistic phenomena of 

the beaux arts, i.e., actual examples of beaux arts sculpture. The characteristics of these 

beaux arts sculpture artifacts suggest the presence of special curricular considerations, such 

as training in animal anatomy in the case of equestrian, lion, and eagle sculptures. The 

research query therefore looked at specific examples of beaux arts sculpture and sought the 

knowledge and practice that produced them; in short, the instmctional cause for the artistic 

effect. The problem question therefore reads: 

What curriculum, and what elements of that curriculum, would consistently develop 

the artistic ability to produce this sculpture? 

This thesis question was answered through survey interviews with six sculptors who 

attended beaux arts academies in the first half of this century. The author interviewed by 

telephone the six sculptors regarding their curricular activities and experiences in the beaux 

arts academies and ateliers. The specific direction and topic of the survey questions derived 

from (a) those qualities observed in the beaux arts sculpture artifacts, and (b) from the texts 

used to teach the history of art education in the United States. The author compared the 

results of the survey interviews with the description of the beaux arts academy in literature 

currentiy used by art educators to teach the history of art education. 

The purpose of this study was to generate more information about the curriculum of 

the beaux arts academy than was currently available in art education literature, through a 

survey interview of six sculptors who were beaux arts academy students. This research 

contributes primary source information to art education scholarship surrounding the beaux 

arts academy. This in tum may contribute to a more thorough appraisal of the beaux arts 

academy system by historians of art education. 

Background of the Problem 

By 1900 practically every major capital in the occidental world was a showplace for 

public sculpture; it was literally everywhere (Rheims, 1977; Janson, 1985; Kashey & 

Reymert 1985; Fitzgerald & King, 1988). Heroic monuments, somber memorials, and 

multifigured fountains were common and expected features of parks and plazas. Buildings 

were encmsted with grotesque masks leering over entryways, fantastic creatures rearing 

and writhing under stteet lamps cind around drain pipes, and muscular atiantes heaving up 

cornices and balustrades. As industrialization allowed Henry Ford to "put an automobile 

2 



in every garage in America," so too did inexpensive and cost efficient ceisting and plating 

technologies make the ownership of sculpture accessible to the growing middle class 

(Kashey & Reymert, 1985). Decorative sculptures depicting prsuicing dancers, wrestiing 

lions, noble thoroughbreds, and exotic scenes in Arabian garb became a common feature in 

homes and offices across the westem world (Duncan, 1978; Pivar, 1981; Forrest, 1988). 

Even the economically impoverished were surrounded by sculpture every time they left 

their residences; the civic sector was bedecked with figurative sculpture in the form of 

architectural embellishment, fountains and monuments in the parks, and memorials in the 

cemeteries (Hess, 1978; Read, 1982; Panofsky, 1992; Robinson, 1995). Nor was 

sculpture limited to the big cities; figures of knights, local dignitaries, saints, mother Mary 

and baby Jesus were common features in village squares and at the divergence of mral 

roads. This plethora of sculpture was produced by legions of sculptors educated in the 

various academies, schools, and ateliers that arose to supply the artistic demcuid. It is the 

vocational curriculum of this intemational art education movement that the author references 

as the "beaux arts academy curriculum", because of its emulation of, and evolution from 

the seminal Ecole des Beaux Arts begun in the France of the Sun King, Louis XIV. 

The three most prominent historians of art education, Logan (1955), MacDonald 

(1970), and Efland (1990) include the beaux arts academy system as a legitimate and 

proper study in the history of art education. However, the overall picture of the beaux arts 

curriculum, as presented by these historians of art education, is seen by the author as 

deficient on several counts: 

1. A predomiucuit limitation of definition to the study of the nude human figure. Other 

subjects such as landscape and cityscapes, animal and floral forms, still lifes, architectural 

embellishment, drapery, and exotic costumes are not addressed in conjunction with the 

academy education. 

2. A tendency to limit the definition to the early-nineteenth century, neoclassical 

expression of the beaux arts academy. This definition of the academy does not 

acknowledge later nineteenth and twentieth century Realist Impressionist, Symbolist, Art 

Nouveau, and Art Deco expressions of the academy curriculum. 

3. The limitation of definition to primarily drawing, without regard for sculpting, 

painting, and architecture. The neglect of description of sculpture training in the beaux arts 

curriculum is particularly significant given the ubiquitous presence of the plastic arts in lx)th 

urban and rural life. 

4. The emphasis on fine art instmction, without acknowledging that many, if not the 

majority, of the graduates of the beaux arts academies and schools would also work m the 
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so called "craft industry." The stunning career of Alphonse Mucha (1860-1939) is one 

case in point (Ellridge, 1992). 

The description of the beaux arts academy by historians of art education, particularly 

the United States authors, does not account for the vast amounts of public sculpture 

produced by the beaux arts sculptors. Sculpture that indicates broader curricular 

consideration (such as eagles, lions, equestrians, caryatids, gargoyles, and allegorical 

figures emerging from or seated on architectural forms, as well as human costumes 

including armor, period dress, and all variations of drapery) is amply illustrated in books 

that document sculpture by Rheims (1977), Read (1982), and Janson (1985). Sculpture 

artifacts suggest broader visual cut instmction than that described by the historians of art 

education. 

It should be noted that of the three art education history texts described above, only 

Efland's was referenced by instructors teaching the history of art education. According to 

the 1996 survey conducted by the author, MacDonald's and Logan's books were not used 

to teach the history of art education in the United States, and were therefore outside the 

parameters of this research. 

Context of the Problem 

Three issues are of import to this research. The first concern is the neglect of the 

academy system; despite its substantial history, the majority of the United States art 

educators cited do not include it as a legitimate and influential part of art education. The 

second is the narrow definition of the beaux arts curriculum when it is mentioned by 

historians of art education. The third concern is a predominantly negative attitude evident 

in art education literature toward the beaux arts academy. 

The beaux arts academy system existed for at least three hundred years. By the 

beginning of this century it was the established curriculum for educating artists in most of 

the industrial countries around the world. The majority of acknowledged artists of the past 

three centuries received their art instmction in the beaux arts system, from Fran9ois 

Boucher (1703-1770) to Henry Moore (1898-1986). Many artists went on to also teach in 

an academy, atelier, or school. From the many beaux arts institutions scattered across 

Europe emerged the artists who went on to develop the major art movements by which art 

is generally perceived and categorized: the Rococo, Neoclassicism, Romanticism, Realism, 

the Animaliers, Impressionism, Symbolism, the Barbizon, the Nazerene and Pre-

Raphaelite Brotherhoods, Orientalism, Victorian Art, Art Nouveau, Art Deco, Advertising 

and Illustration, Fascist and Socialist Realism, and the so-called Westem Art that depicts 
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the American frontier (though several of these styles are in opposition to academy practice, 

the artist who pioneered them were nonetheless students of the beaux arts academy 

system). Yet this substantial system of art education has been ignored by the majority of 

art education histories which tend to focus almost exclusively on elementary public school 

art education (Eisner & Ecker, 1970; Eisner, 1972; Chapman, 1978; Wygant, 1983; Bolin, 

1990; Wygant 1993; Smith, 1996). 

Most fields of general art scholarship have tended to place greater emphasis on 

painting than sculpture; this trend is also evident in the recording of the beaux arts academy 

curriculum by art educators. Fusco (1980) notes that "general histories of French art have 

usually considered nineteenth-century sculpture only in passing, and insofar as it relates to 

the history of painting" (p. 7). In his book titied 19th Century Sculpture, Rheims (1977) 

notes that "most writers on the history of nineteenth-century art seem overcome with a sort 

of embarrassment when it comes to sculpture" (p. 11). In Art Education literature, 

description of the beaux arts academy curriculum has been limited to its two-dimensional 

pedagogical practices, i.e., copying from masters' drawings; drawing from plaster casts; 

and drawing the live, nude model (Logan, 1955; Efland, 1990; Zimmerman, 1992). This 

is both ironic and conttadictory given the omnipresence of sculpture in both the public and 

private sectors in the late-nineteenth and early-twentieth centuries. 

When the beaux arts academy system is acknowledged it is often in a depreciative, 

derogatory, or demeaning way (Logan, 1955; Garoian, 1984; Pearse, 1992; Pohjjikallio, 

1992; Rheeden, 1992; Zimmerman, 1992). A bias against the beaux arts is evident in art 

education literature, and as such, is antithetical to the scientific mindset of academic 

scholarship. 

Significance of the Study 

The neglect of the beaux arts system of art education by the art education community 

may in part be due to the lack of information available about the beaux arts curriculum, and 

to a lack of scholarship that has focused on the academy system. In this study, the author 

surveyed students of the beaux arts academy system. Thus, the research utilized lived 

experiences as primary source information in order to compile and contribute a detailed 

description of the early twentieth century beaux arts curriculum. This dissertation provides 

information that will aid scholars of art education in more accurately defining the beaux arts 

academy and the curriculum that guided its students, and in so doing will contribute to 

scholarship in the history of art education. 



Because this research draws its information directly from the lived experiences of 

participants of the beaux arts system of art education, it generates primary source 

information that would otherwise be irretrievably lost through mortality (during the 

preparation phase of tiiis research, three potential subjects died before they could be 

interviewed). Due to the relative obscurity of this field, i.e., the education of figurative 

sculptors, interviews with sculpture students of the beaux arts academy system are few, if 

they exist at all. This dissertation captures historically significant information through 

interviews with six individuals who directiy participated in the beaux arts academy 

sculpture curriculum. The lives of these participants will not extend much into the twenty-

first century; these interviews are both timely and invaluable for understanding the 

phenomenon called the beaux arts academy. 

Definitions 

Beaux Arts 

The term "beaux arts" is French meaning simply "fine art." It has been denotatively 

attached to specific art schools such as the seminal &ole des Beaux Arts in Paris or the 

Beaux Arts Institute of Design in New York City. It has also been used connotatively to 

reference both a specific time period and an artistic style associated with the French and 

Roman academies that (a) emphasized collaboration among architects, sculptors and 

painters, (b) focused on public art, and (c) centered around the human figure. Architecture 

scholarship in particular has adopted the term to refer to the intemational, Neoclassic 

expressions of architecture common to the tum of this century (Drexler, 1977; Fletcher, 

1996). Whether used by writers on architecture or sculpture, the term "beaux arts" is used 

in roughly the same way, referring to the late-nineteenth, early-twentieth century academy-

derived expression of the respective disciplines. In denoting a time period, "beaux arts" is 

used by Drexler (1977) in architecture and Lawrence (1984) in sculpture. In defining a 

style, "beaux arts" is used by Fletcher (1996) in architecture cuid Bogart (1997) and 

Reynolds (1999) in sculpture. In her article for Sculpture Review maggizine (1999), 

Reynolds suggests that beaux arts sculpture is "characterized by a dependence on Classical, 

Renaissance, and Baroque models combined with a virtuoso technical facility at modeling 

the human form" (pp. 18-20). 

In Monuments and Masterpieces: Histories and Views of Public Sculpture in New 

York City, Reynolds uses "beaux arts" to define both a style and time period. 

The grand age of the Beaux Arts style was between the Philadelphia Centennial 
of 1876 and the First Worid War. That was the era of the great worid fairs. 



which provided sculptors with unprecedented opportunities for dramatic and 
expansive figural and decorative sculpture. The National Sculpture Society, 
founded in 1893, institutionalized the Beaux Arts style in the United States, 
and the style and the society dominated sculpture for public works until the 
beginning of the next century. (1988, p. 5) 

In the author's experience, the stylistic definition of Beaux Arts is common in 

conversation among contemporary figurative sculptors, broadly indicating a traditional 

approach to figurative sculpture. This approach has its roots in nineteenth-century 

Neoclassic and Romantic expressions of sculpture. Contemporary figurative sculptors use 

the term in speaking of various academies, thereby indicating that its approach is 

traditional, emphasizing the study of casts, live figures, and clay modeling, as opposed to 

an academy that teaches modemist conceptual forms. 

In either reference, to period or to style, "beaux arts" is used as a means of connecting 

the art object, sculpture or architecture, to its French academy roots. Within the scope of 

this research, the term "beaux arts" refers to an approach to visual art, i.e., painting, 

sculpture, and architecture, that was in part developed in France under the pattonage of 

Louis XIV and continued through the later Enlightenment period, up to the middle of the 

twentieth century. The content of art was to be virtuous and noble, extoling the finer 

sentiments and qualities of mankind (Duncan, 1978; Fusco, 1980; Cogeval; 1986). The 

purpose of art was to educate, elevate, and even inculcate the populace of a society through 

public display (MacDonald, 1970; Rheims, 1977; Janson, 1985). Though loftily defined, 

these artistic qualities were extended to the applied arts as well (Pevsner, 1973; Efland, 

1990; Piper, 1994). This ideal purpose for art was maintained through the subsequent 

centuries up to the present (Hargrove, 1980; Cogeval, 1986). Discussing the nineteenth 

century. Piper (1994) succinctiy notes: "Art was considered as an educative and edifying 

element in civilized life, to be based on solid principles of Tmth, Sentiment, and Health" 

(p. 330). In regard to sculptural subject matter, this most often took the form of fierce 

eagles, regal lions, equestrian portraits of mythical and historical personages, and 

allegorical figures, often winged, in flowing drapery holding appropriate symbols such as 

palm branches, books, torches, calipers, etc. 

Beaux Arts Academy 

Both "beaux arts" and "academy" are terms used broadly by educators, administrators, 

and scholars of art and architecture. In most cases however these terms are used to refer to 

art instmction common to the westem world from the seventeenth through the first part of 

the twentieth century. 



For the purposes of this research, "beaux arts academy" is used connotatively, broadly 

referring to the art education institution that prepared painters, engravers, sculptors, 

architects, and artisans to professionally produce the kind of art described above. This 

definition includes various titles such as academy, ecole, school, institute, and atelier, and 

finds expression in grand, state funded institutions as well as the small, private studios that 

sprang up to supply the societal demand for sculptors, painters, and graphic illustrators. 

Though modeled in part on earlier academies and apprenticeship practices of the Italian 

Renaissance, the beaux arts academy as here defined historically began under the reign of 

Louis XIV of France. It continued for some three hundred years, and was adopted by 

countries of Westem and Eastem Europe, North and South America, and Asia. As such it 

provided the artistic foundation underlying art epoches and movements beginning with the 

Baroque, continuing through the Rococo period, Neoclassicism, Romanticism, 

Orientalism, the Animaliers, Victorian Art, Realism, the Pre-Raphaelite Brotherhood, the 

Nazarenes, Impressionism, Art Nouveau, Art Deco, Symbolism, Fascist and Socialist 

Realism, Surrealism, smd the early examples of the cowboy and Indian sculptures and 

paintings that are today called Westem Art. For the purpose of this dissertation, the beaux 

arts academy reached its climeix in the second half of the nineteenth century and the first 

few years of the twentieth century when it had adopted an eclectic, comprehensive 

approach to artistic expression cuid had been established as a worldwide phenomenon of 

international influence (Pevsner, 1973;Boime, 1980; Weinberg, 1991; Goldstein, 1996). 

Beaux Arts Academy Curriculum 

Curriculum has been generally defined by both Taba (1962) cind Tyler (1949) as a 

linear sequence of strategies designed to achieve a desired goal. Both Eisner (1972), and 

Dunn (1995) extend the definition further to emphasize the omnipresence of content in all 

activities. Within the context of this dissertation, "curriculum" is defined as the sequential 

organization of various pedagogical practices engaged in by instmctor and student, and is 

designed to achieve minor 2md major objectives. These practices are informed, shaped, and 

detailed by various principles, perceptions, and presuppositional beliefs in the pursuit of an 

end result in this case a didactic, moral public art. The beaux arts academy curriculum was 

developed and employed by the beaux arts academies (Pevsner, 1973; Boime, 1980), but 

ultimately not limited to them. Practice of the beaux arts academy curriculum was 

continued in the many private ateliers (Weinberg, 1991; Wagner, 1980), and the vanous 

vocational and trade schools that rose in response to the arts and crafts movement (Logan, 

1955; MacDonald, 1970). 
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Within the context of this research, the term "beaux arts academy curriculum" connotes 

a specific method of art instmction, a curriculum that undergirded, connected, and defined 

the various schools, institutes, and ateliers that educated artists from the seventeenth 

century up through the middle of the twentieth century. 

Limitations 

Due to the research methodology which accmed data through direct, oral interviews, 

the beaux arts academy curriculum developed through this study is expressly limited to the 

place and time period of the sculptor subjects interviewed. This is roughly confined to the 

first half of the nineteenth century, specifically 1915 to 1952. Geographically, the 

limitations are bound, in the USA to the Pennsylvania Academy of Fine Arts in 

Philadelphia, the Beaux Arts Institute of Design in New York City, and the National 

Academy of Design in New York City; and to two Italian institutions, the American 

Academy in Rome, and the Academia di Belle Arti of Florence. Several of the sculptor 

interviewees professed knowledge about other beaux arts institutions, though none heid 

attended them. These include the Art Students League, Traphagen, Cooper Union, and 

Pratt Institute, all located in New York City. The tum of the century was in many ways the 

most dynsunic and influential time for the beaux arts curriculum; it was instmctionally at its 

broadest, most eclectically comprehensive level, and it was in full operation around the 

world. It is the tail end of the academy era, that is the focus of this analysis. 

At the time of the interviews in 1998, surviving students of the beaux arts academy 

curriculum were few; those yet alive were significantly advanced in years, the youngest 

being 75, and the eldest being 97. Because of the scarcity of primary source subjects the 

generalizability is limited to the experiences of these subjects, and not imputable to a larger 

population. For this reason the sampling will not submit to p value probability, and may be 

biased. Given however the inevitable loss of this information through mortality, the data 

collected is yet deemed significant and a contribution to the field. 

The beaux arts curriculum included instmction in painting, sculpture, architecture, and 

the decorative arts. As this research was an initial foray into largely undocumented 

territory, and because of the breadth of the entire beaux arts academy curriculum, this 

dissertation was limited to the sculpture curriculum. This limitation to sculpture instmction 

was further justified by the professional expertise of the author who has both exhibited and 

financially supported himself and family for some twenty years as a figurative sculptor. 

This dissertation will not consider the manual techniques of making sculpture, such as 

carving wood, stone, etc., taught within the beaux arts tradition, other than to acknowledge 
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their presence where applicable. In accord with the definition of curriculum maintained by 

educational writers (Eisner, 1972; Dunn, 1995), emphasis will be given to the subject 

content taught in the beaux arts academies, and how it is transmitted. 
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CHAPTER II 

DESIGN OF THE STUDY 

Inttoduction 

It was the author's intent to discover if certain artistic knowledge, identified in a 

subject analysis of beaux arts sculpture artifacts, was taught through a specific art education 

methodology herein called the beaux arts. The author proposed that survey interviews with 

sculpture students of that curriculum would determine if those elements were in fact present 

in the beaux arts academy curriculum or not 

The research methodology adopted for this study incorporated both quantitative and 

qualitative analysis (Verra & Pollock, 1992; Macmillan & Schumacher, 1997). The 

hypothesis sought to refute, or rectify, the descriptions of the beaux arts academy given by 

historians of art education by interviewing witnesses of the academy system. The history, 

experiences, feelings, and beliefs of the interview subjects, and the economic, 

sociopolitical climate of the times were of import only to the extent that they contributed to 

determining the content of the curriculum. 

This was a descriptive, non-experimental study; there was no control group, no 

manipulation of variables, no determination of cause and effect Rather, contrast and 

comparison correlational descriptions were used to determine the relationship between three 

nominal categories: (a) the texts of art education historians, (b) beaux arts sculpture 

artifacts, and (c) the testimony of beaux arts academy students. 

Research Design 

This research proceeded through four phases that were derived from the three 

sampling components common to empirical research: (a) documents, i.e., texts and literary 

sources; (b) relics, i.e., historical artifacts; and (c) oral testimony, i.e., survey interviews 

(McMillan & Schumacher, 1997; Best & Kahn, 1989). These three sources of knowledge 

were linked together to develop a research logic (see Figure 1). The resulting research 

design established a trilateral corroboration that supported the research hypothesis, and so 

contributed new knowledge to the field of art education historical scholarship. 

The author hypothesized that, based on comparison with the sculpture produced by 

beaux arts students from the nineteenth and early-twentieth centuries, the beaux arts 

academy curriculum must have been more comprehensive than reported in the history of art 

education. Phases I and II developed this argument. Phase 111 involved data collection 

through survey interviews with surviving sculpture students of the beaux arts academies. 

11 



^ «̂  2 •-
O Q) C O 
u -I a. ^ 

CO 

f - tvi tn 

3 ^ =̂  
U >- ^ 

(A 3 W 
(A - ^ 

D
ev

el
op

 
S

cu
lp

to
r 

Su
ru

ey
 

Q
ue

st
io

nn
ai

re
 

0) 

CO 
r? 

• b 

1 = 
C.S 
O VI 

0) C 
1- o 
re u a ~~ i s 
o •— (J u-

QJ 

CD 

a: <L JZ ^ 

Q. 

H
is

to
ry

 o
f 

A
rt

 E
du

ca
tio

n 
Q

ue
st

io
nn

ai
re

 

1 
T3 

Re
ce

iv
e 

C
om

pi
le

 

< £ 
X 3 
(0 w 

OQ ^ 

00 ^^ ^, 

(U c u 
•^ <U (0 

CO < 

u 
4) 
3 

to 

w 

_>» 
ra 
c 
< 

in 

to lA c 

I 
— a 

3 
u 

n 
k. 
o 

1 
Li

on
s tr

ia
ns

 

t 

( 
u 

n 
u 
3 
T 
J 

^i
ca

l/L
lt

er
ar

y 

< * 
1 

ii 

D 
•J 

ft 
C 

iry
 A

ng
el

s 

V 
« 
1 

U 

3 
3 
L 

ec
tu

ra
 

4 

E 
D 

C/) 

c 
op 
u 

Q 
j = 

Si 
s 
c 
o 

CO 
M 

(5 
O 
B 
cd 
u 
00 
CO 

3 
00 

12 



Through the use of both qualitative and quantitative methodologies. Phase IV involved 

the tabulation of the results of the oral testimony. These results were compared with the 

written documents by historians of art education, and the sculpture relics produced by 

students of the beaux arts. This final comparison supported in part the author's 

hypothesis. 

Phase I: Documents - Art Education Literature 

A list of 35 art education programs in the United States was developed by the author 

and his dissertation chair. Dr. Keifer-Boyd (see Appendix A). Prominent art educators at 

each institution were identified. Permission to contact and survey them was secured from 

the Institutional Review Board for the Protection of Human Subjects of Texas Tech 

University (see Appendix B). In the first week of November 1996 the author mailed a 

two-page questionnaire, and a stamped self-addressed envelope to each (see Appendix C). 

The questionuciire asked what texts or literary resources were used by each institution in 

teaching the history of art education. 

Those individuals/institutions who did not respond by the 20 November deadline were 

contacted by telephone, and a message left with their secretaries or on their voice mail. 

This message thanked them for their valuable time, emphasized the importance of their 

response for the research, requested an answer to the questionnaire, 2uid provided a fax 

number should that be more convenient for their reply. Twenty art educators responded to 

the questionnaire, citing a total of 15 books and one article that were being used in teaching 

the history of art education in 1996. 

The results of this poll indicated the texts that were currentiy in use by the field of art 

education in teaching its history. The 15 books and one article that were cited by the 

respondents to the author's poll of 35 art education programs in the United States comprise 

the literature review for this study, and are listed in Chapter III under that heading. The 

author conducted a detailed content analysis of these sources. This provided an accurate 

description of the perception of the beaux arts academy curriculum by art educators emd its 

relative importance in the current understanding and study of the history of art education. 

The books and articles cited were searched for any reference they make, overtly stated 

or implied, to the beaux arts academy and its curriculum. The words listed below were the 

key terms or search words sought by the author in looking for any reference to the beaux 

arts academy and its curricular methodology. 

1. Beaux Arts/Academy/6cole/Ateller, 

2. Schools of Art/Schools of Design, 
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3. Sculpture/Sculpting/Modeling/Sculptors, 

4. Professional Artists/Professional Training, 

5. Models/Life Drawing: Nude, Draped, Clothed, in Costume, 

6. Ornament: Architectural, Roral. 

A secondzuy indicator of art education historians' perception of the beaux arts academy 

was the overall description and general content of the books and articles. A verbal 

description of the findings of each source is detailed in Chapter III. 

Within the context of this research, the resulting description of the beaux arts academy 

curriculum found in art education literature was labeled the Perceived Beaux Arts 

Curriculum. It was compared and contrasted in Chapter IV with a select sample of beaux 

arts sculptures from the late-nineteenth and early-twentieth centuries. 

Phase II: Relics - Beaux Arts Sculpture Artifacts 

The author selected 15 sculptures from the late-nineteenth and early-twentieth centuries 

for their ubiquity, or omnipresent commonality of subject in westem art. These sculptures 

exemplified five different categories (three examples for each) common to the study of 

nineteenth-century sculpture: animals/lions, equestrian monuments, historical and literary 

themes, funerary angels, and architectural sculpture. The author conducted a visual, 

subject analysis of the 15 sculptures using a phenomenological model (a common didactic 

tool used for critical art inquiry) which was modified to suit the sp)ecific need of this study. 

The 15 sculpture artifacts were selected to illustrate specific characteristics that, by 

extension, indicate special beaux arts curriculum considerations. For example, sepulchral 

angels indicate not only a complex and plastic knowledge of the human body, but a 

sophisticated understanding of drapery and bird anatomy. The sculptures were also 

selected for their ubiquity; equestrian monuments, reclining, seated or striding lions, and 

architectural caryatides are universal sculpture motifs found worldwide. A 

phenomenological inventory of the subject matter and literal features of these beaux arts 

sculptures is presented in Chapter IV. This phenomenological inventory provided 

grounded interpretations of the different knowledge bases which would have been a part of 

the educational experiences that prepared and enabled the sculptors to produce these kinds 

of sculptures. 

Development of a Phenomenological Model 

A phenomenologicd approach for visual analysis was used to identify the literal 

features in 15 beaux arts sculptures. Phenomenological approaches to art understanding 
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have been pioneered and advocated by Bruner (1958), Kaelin (1968), Mittler (1970, 

1989), Dickie (1971), and Lankford (1984). Bruner's 1958 article "On Perceptual 

Readiness" presented a model that identifies four stages through which an individual 

progresses when making and confirming discriminate perceptual decisions. In the process 

of gathering information about an object, Bruner distinguishes between information 

gathered internally, i.e., only from immediate, first-hand observation of the object, and 

information gathered from secondary or external sources. Mittler (1989) applies this to the 

study of art objects and proposes art criticism and art history as the two approaches to 

information gathering. Art criticism derives information phenomenologicallyyrom the 

work of art, art history provides information about the work of art. Using Bruner's 

terminology, Mittier explains that a phenomenological approach to art criticism directs "a 

person's attention to internal cues, that is cues discovered inside a work of art" (1989, p. 

48). A phenomenological analysis, or to use Bruner's terms, "an internal cue search" of 

the 15 beaux £uts sculptures cited later in this chapter was used to identify those features 

that (a) imply art instruction in the beaux arts academy curriculum, and (b) provide the 

fundamental content for the interview questions. 

Though many models of content analysis and art criticism have been developed to help 

the viewer identify, understand, and appreciate a work of art, such models go far beyond 

the intent of this research and will therefore not be used. The reason for limiting analysis to 

a phenomenological inventory is explained below. 

Content analysis, as the very term implies, is concerned with the communicative 

content of a given object. Berelson (1971) and Krippendorff (1980) define content 

analysis as an inquiry into the communicated meaning and message of an object via such 

things as form, gesture, and image. Barrett (1994) identifies the literal imagery, i.e., the 

persons, objects, places, and events in a work of art, as the subject matter (p. 23). Content 

analysis builds upon and goes beyond the subject matter or image in seeking the greater 

meaning of an object. The beaux arts curriculum addressed by this research is limited to 

the topics that were studied, i.e., drapery, lion anatomy, flora, etc., rather than to any 

philosophical or expressive content that may have been a part of the beaux arts system. It 

is therefore only necessary to focus on the subject matter, i.e., the various literal images 

contained and readily observable in the sculpture. Determining the meaning communicated 

by the 15 beaux arts sculptures to society is beyond the scope of this study. What is 

needed is to identify the specific subject matter that suggests curricular coverage in the 

beaux arts academy. Rather than a content analysis, the approach taken here may more 

correctiy be termed a Phenomenological Inventory. 
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Much like content analysis, art criticism "seeks to inform and educate people about art 

by providing insights into its meaning so as to increase the understanding and appreciation 

of art and to illuminate the cultural and societal values reflected in it" (Risatti, 1987, p. 

219). Many critical inquiry models have been developed by aestheticians and art educators 

£Uid tend to divide into two camps. The criticism models of Chapman (1978), McFee & 

Degge (1980), and Lanier (1982) go beyond the immediate artistic phenomenon to 

emphasize the contextual factors of the object, the maker, and/or the viewer, and focus on 

the viewer's relationship to the art object. They do not qualify as phenomenological 

models and are therefore not applicable to this research. The art criticism models of 

Beardsley (1966), Broudy (1972), Feldman (1972), Mittier (1973), Sisk (1976), 

Wachiowiak, (1977), and Lankford (1984) are phenomenological. These models ask the 

viewer to inventory the literal features of an artwork, analyze the compositional structure, 

seek out and interpret the meaning, and make some kind of informed judgment as to its 

success as a work of art. Barrett maintains that most critics concentrate on either 

interpretation or judgment as the most important critical activity (1994, p. xii). Because the 

author is limiting the critical inquiry of 15 beaux arts sculptures strictly to the 

phenomenological identification of the literal features, it is the second group of critical 

inquiry models, specifically exemplified by Feldman and Mittler, that best serve the 

research methodology of this dissertation. 

The broad goals of the phenomenological critical inquiry models go far beyond the 

needs of this research. Only the first phase of the models, often called Description, was 

needed to identify those literal features that logically imply beaux arts education. In this 

stage the viewer takes an inventory of the literal imagery present in the artwork. The 

presence of drapery or flowers or animals in a sculpture suggests a certain level of 

knowledge and expertise in this area and, presumably, specialized education focused on 

these specific subjects. Sculptors in the nineteenth and early part of the twentieth centuries 

received their education at the beaux arts academies (Pevsner, 1973; Rheims, 1977; Read, 

1982; Janson, 1985; Boime, 1986; Adams, 1990; Weinberg, 1991; Piper; 1994). It is thus 

the author's hypothesis that the beaux arts academy had curricular provisions for learning 

in these subject areas. To generate the interview questions that test this research hypothesis 

it is necessary and sufficient to identify only those literal subjects, in sculptures produced 

by students of the beaux arts academy, that require specific instruction. 
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Identification of Subject Categories 

The sculpture artifacts have been intentionally chosen by the author because they are 

indicative of specific categories formed by subject matter which, in tum, suggest specific 

curricular considerations in the beaux arts academy. The sculptures were also selected 

because they represent common categories of sculpture that exist intemationally and usually 

across several centuries. The sculpture subjects chosen are not isolated or anomalous 

occurrences, but are representative of widely employed genre such as equestrian figures. 

Military leaders on horseback, for example, date from the time of the Roman empire to the 

present and are found in plazas and public places worldwide. 

The author identified five categories, and selected three sculptures from the late-

nineteenth and early-twentieth centuries as exemplars for each category. The 15 beaux arts 

sculptures reviewed were categorized by classifications commonly identified by scholars of 

nineteenth century sculpture. This division is supported by and in part derives from the 

following books on nineteenth-century sculpture: Fusco's (1980) The Romantics to Rodin. 

Forrest's (1988) Art Bronzes, Rheim's (1977) 19th Century Sculpture, and Reynolds' 

(1988) Monuments and Masterpieces, which categorize sculpture by subjects such as (a) 

animals, (b) equestrian monuments, (c) historical and literary themes, (d) funerary 

sculpture, and (e) architectural sculpture on civic structures. As Barrett (1994) points out, 

this categorizing focuses on the sculpture's subject matter rather than its content. "Subject 

matter refers to the persons, objects, places, and events in a work of art" in short, the 

image (Barrett, 1994, p. 23). For the purposes of this resccU'ch, the author adopted the 

above five categories as indicative of the civic ubiquity of these subjects across the USA, 

England, and Europe, and thus their representation of large sculpture populations. In other 

words, none of the sculptures taken as evidence of academy instmction are obscure, highly 

specialized anomalies; they are all exemplary of common sculpture motifs. These five 

categories specifically show the diversity of beaux arts sculpture; it is this range of subject 

matter that was not accounted for by descriptions of the beaux arts academy curriculum 

found in art education history literature. 

The transcontinental, pedestrian frequency of specific themes in civic sculpture 

suggests the intemational commonness of the beaux arts curricular practices that could 

account for them. If a subject was as widely depicted as the selected sculptures indicate, 

then it formed a large enough market to justify the educational preparation of sculptors to 

fill that considerable commercial demand. Three sculptures for each category were deemed 

sufficient to demonstrate the intemational commonality of the sculpture subjects. The basic 

subjects, or literal features, that imply or heavily suggest curricular content and instmction 
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in the beaux arts academy are identified in these 15 sculptures. These identified subjects 

provided the prime direction of the interview questions. 

The phenomenological inventory of 15 beaux arts sculptures resulted in an Implied 

Beaux Arts Curriculum (see Figure 1). This was then compared with the Perceived Beaux 

Arts Curriculum derived from art education literature. The disparity between the physical 

evidence of these sculptures, and the art education description of the beaux arts curriculum 

that produced them provided the hypothesis upon which to build this research. The 

commonality of these types of sculptures argue for curricular attention by the beaux arts 

academies to the various features of which they are comprised, i.e., drapery, period 

costume, animal features, flora, etc. To sculpt realistically accurate lions or horses, the 

sculptor must have knowledge of, and hence some instmction in animal anatomy. Yet the 

description of the beaux arts curriculum found in art education literature neither mentioned 

nor implied the necessary education to produce such sculpture artifacts. Such an omission 

indicates an understanding of the academy curriculum that is limited in its perception and 

inaccurate in its representation of the beaux arts. Further, this omission denies the 

influence that the beaux arts academy may have exerted on subsequent art education 

programs that were designed for children and general populations. 

Phase III: Oral Testimony - Beaux Arts 
Student Survey Interviews 

Those sculptural features which had no corresponding reference in the art education 

literature formed the content for the third and major part of the research triad. The author 

developed a questionnaire based on the results of the beaux arts sculpture 

phenomenological inventory. Those literal features identified in the beaux arts sculptures 

of lions, cemetery angels, etc., formed the content of the questions. Interview questions 

also derived from the information provided by the literature review, specifically the 

negative perceptions of the beaux arts academies 

The questionnaire was divided in three parts. Part I consisted of five questions that 

established the baseline data of the interviewee. This included his identity, date of birth, 

the nature of his sculptural expertise, the academies attended, and the duration of that 

study. In Chapter V, this first part is presented separately from the other two set of 

questions to maintain interviewee confidentiality. 

Part II dealt with the specific curricular topics that were found in the analysis of the 

beaux arts sculptures. It consisted of nine groups of questions derived from the literal 

features identified through the phenomenological inventory of the 15 beaux arts sculpture 
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artifacts. The artistic education necessary to execute these sculpture features comprised the 

content of the questions. This included: (a) sculpting as a method of art making; (b) study 

of the human figure, nude, draped, and in costume; and study of (c) architectural 

embellishment, (d) flora, (e) lions, (0 horses, and (g) birds or parts of birds. Each of the 

nine groups of questions was divided by media, emphasizing the study of both drawing 

and sculpture at the academy, for a total of 18 questions. For example, the subject was 

asked "How often did you draw horses at the academy?". The question was then repeated 

emphasizing sculpture: "How often did you sculpt horses at the academy?". These nine 

pairs of "How often . . ." questions were formatted for frequency utilizing a seven 

increment Likert scale ranging from "Never" to "Always." Each pair of frequency of 

occurrence questions was followed by qualitative, open-ended questions that allowed the 

subject to elaborate or explain. Two fundamental things were sought in this second group 

of questions: (a) the presence of sculpture in the academy curriculum, and (b) the subject 

matter found in the beaux arts sculpture. Of the three groups of questions that comprised 

the questionnaire. Part 11 was the largest, and for this research the most important. 

Part III questions emerged from the negative bias reported by the historians of art 

education. The negative descriptions at)Out the academy system were quoted. Through 

nine questions, the interviewees were asked if their experience at the academy agreed with 

these disparaging descriptions. 

Survey questions were designed to gather information in two ways. The first gathered 

information through specific questions of frequency utilizing a Likert scale. Out of respect 

for the sculptor interviewees, their advanced years, and the long interim since they attended 

the academy, allowance was given for unrequested and unanticipated information to also 

emerge in the interview process. Open-ended questions allowed for the emergence of 

information through subject mmination and conversational discourse. The questiormaire 

was thus divided by two types of questions: (a) those that were specific and reducible to 

quantitative, statistical measures, and (b) those tiiat were open ended and required 

qualitative analysis. 

Quantitative Questions of Frequency 

To provide a statistical measure, 18 questions required Likert scale responses. This 

methodology enabled quantitative analysis using a graduated range of potential answers 

from which interviewees could choose. Likert scales "provide great flexibility since the 

descriptors on the scale can vary to fit the nature of the question or statement" (McMillan & 

Schumacher, 1997, p. 257). The Likert scale converted questions from a "No" or "Yes" 
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nature to one of frequency of experience such as Never, Always, and a range of potential 

answers in between these two extremes. Asking "How often did you study sculpture at the 

academy?" rather than "Did you study sculpture at the academy?" elicited more of a range 

of information. Because interview subjects often avoid extreme answers such as Never 

and Always, a seven increment sceile was deemed sufficient to provide a richness of 

potential responses. Each of the seven different responses was given a numeric value; at 

the extremes, NEVER equaled zero, ALWAYS being a seven. 

For simplification during the interview process the seven increments were reduced to 

the capital letter of each word: N = Never, R = Rarely, O = Occasionally, H = Half of tiie 

Time, O = Often, M = Most of the Time, A = Always. In choosing the above descriptors, 

the author avoided the terms "Almost Never," and "Almost Always" as less 

conversationally common and comfortable than "Rarely," and "Most of the Time." The 

Likert scale was used with those questions that specifically addressed beaux arts academy 

curriculum content. The use of a Likert scale allowed for the reduction of life experiences 

of the beaux cuts academy to quantitative values, which were then analyzed using 

descriptive statistics. 

The quantitative reduction of sculptor responses served the purpose of gaining a quick 

and simple overview of six experiences of the beaux arts academy. To this end, descriptive 

statistics were used. Descriptive statistics gives one a snapshot of all the scores in a set of 

data, by providing a single numerical value that describes a whole set of data, the 

comparison of which can indicate certain relationships between those sets (Dalen, 1979, p. 

119). There was no need for higher calculations of probability, or testing for significance 

or generalizability. 

At the conclusion of the interview process, the Likert scale answers were converted to 

their corresponding numeric value, tallied, and measures of central tendency and variability 

computed. This gave a precise picture of two things, (a) how much each sculptured subject 

was studied at the academy, and (b) the degree of agreement among the interviewees in this 

regard. Specifically, the mean determined the frequency of the activity participated in by 

the six sculptors, and the standard deviation determined the degree of agreement amongst 

them. The results are statistically reported in Chapter V. 

Qualitative Questions 

In addition to the Likert scale of frequency measurement, allowance was made for the 

emergence of information through the natural discourse and mminations of the subject. 

Open-ended questions followed each of the formal queries to allow for further elaboration, 
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explanation, and greater specificity of detail. At the time of the interviews in 1998, the 

subjects ranged in age from 75 to 97 yeais. A qualitative approach provided the sculptors 

the opportunity to perhaps circuitously recall scenes and information from over half a 

century earlier. Following the interview process, the author noted key ideas that recurred 

throughout the interviewee responses. The author then coded the dialogues using various 

self-devised symbols (circle, inverted triangle, square, spiral, etc.). Symbols were 

assigned to each of the emergent concepts, such as student independence and self-

motivation at the academy, or specific beaux arts curricular practices, such as competitions 

or available resources. The symbols were then tallied and pattems noted, suggesting the 

importance and presence of specific features. The results are descriptively reported in 

Chapter V. 

Sculptor Interviewee Selection 

The six interviewees formed a non-random sample that represented the population of 

sculpture students of the beaux arts academy system still alive in 1998. Initially, a list of 

10 sculptors, who were thought to qualify as interview subjects, was compiled by the 

author during the proposal phase of this study. To be eligible they (a) had to have studied 

sculpture at a beaux arts academy, school, or institute of design, (b) had to have attended 

prior to or very near 1950, (c) be able to communicate tiiis experience in the English 

language, and (d) be accessible. The list was compiled with the help of the National 

Sculpture Society, an organization devoted to the support and preservation of traditional 

figurative sculpture. The society was contacted for the names of surviving figurative 

sculptors who had attended any of the various t)eaux arts academies extant in the first half 

of this century, and who might be cunenable to being interviewed. Periodicals such as 

Sculpture Review, catalogues, current fciculty at existing figurative/realist academies still in 

operation in the USA, and the author's figurative sculpture colleagues were also consulted 

in developing a list of eligible interview subjects. The list below represents an exhaustive 

search by the author for surviving students of the beaux arts academy system, who met the 

above criteria. The author acknowledges that there may have been other sculptors, still 

alive, who would have been eligible as subjects for this study; yet for whatever reason, 

they remcuned undiscovered, and thus unknown to the author. Due to human mortality and 

the fact that this study was conducted approximately half a century after the time of 

academy attendance, the number of subjects is relatively low. The original list of 10 

subjects, compiled in 1995, decreased to six by the time the author conducted the 

interviews in 1998. In normal statistical research a sampling of 30 subjects is deemed 
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minimal to estabUsh an accurate, unbiased rendering of data (Van Dalen, 1979). Due to the 

advanced years of the beaux arts sculpture students and their dwindling availability for 

interview, it was determined that the primary source information garnered from a survey 

pool of only six subjects would still be of value to the field, particularly in regard to the 

relatively unexplored area of the beaux arts academy curriculum. The limited number of 

interviewees prevented any generalizability of the findings. But primary source research 

that calls into question the accuracy of the description of the academy by historians of art 

education provides a ratioucde for further research. 

To the best of the author's knowledge this list of six sculptors represents the last 

surviving sculpture students of the beaux arts academy system in the United States. From 

the initial list of 10, three eligible sculptors died prior to the time of the interview—Charlotte 

Dunwiddle (1907-1995), Sidney Simon (1917-1997), and Marshal Fredericks (1908-

1998). Nathaniel Kaz was disqualified after the author leamed by phone that he had not 

attended an academy in any real capacity; by his own account he "attended for only one 

week before being kicked out for being a hot shot kid who told them he knew more than 

they did." The six sculptors listed below comprised the sample of survey interview 

subjects. 

1. Evangelos Fmdakis, Bom 1921 
Beaux Arts Institute of Design, New York (1939-41) 
Pennsylvania Academy of Fine Arts, Philadelphia (1941-42,45-49). 

2. Walker Hancock, Bom 1901 
St. Louis School of Fine Arts (1915-1920) 
Pennsylvania Academy of Fine Arts, Philadelphia (1920-24) 
American Academy in Rome, Italy (1925-29). 

3. Charles Parks, Bom 1922 
Pennsylvania Academy of Fine Arts, Philadelphia (1946-52). 

4. RudolfTorrini, Bom 1923 
Accademia Di Bell Arti, Florence (1949-50). 

5. Robert Weinman, Bom 1915 
National Academy of Design, New York (1931-39) 
Art Students League, New York (1939-40). 

6. Laci de Gerenday, Bom 1911 
National Academy of Design, New York (1932-34) 
Beaux Arts Institute of Design, New York (1934-35). 

Interview Process 

The author applied for, and received permission to contact and interview the sculptors 

from the Institutional Review Board for the Protection of Human Subjects of Texas Tech 
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University (see Appendix E). Prior to the interview a letter of introduction was mailed to 

the six sculptors (see Appendix F). The author identified himself, the nature of this study, 

its purpose and import, a description of the Likert scale and method of questioning, and the 

promise to contact them by phone in the following weeks. They were thanked for their 

cooperation. 

In the contact letter, as well as in the survey interview, the words Fine Art Academy 

were inserted in place of Beaux Arts Academy. Throughout the dissertation the author uses 

the French "beaux arts" academy connotatively to describe the art education system that 

was originally developed by the French, evolving over the subsequent 300 years into a 

worldwide art education program. The author subsumed all of the many academies, 

institutes, schools, and ateliers under the term Beaux Arts. The sculptor interviewees 

however would not have this same association with the term. To them it would denote a 

specific, so-named Beaux Arts Institute of New York; they would understand the term as a 

proper name. 

The questionnaire (see Appendices G and H) was then administered to the sample of 

six beaux arts sculpture students via a telephone survey interview in the month of April 

1998. The length of the interview varied from 15 to 30 minutes depending on the subject's 

willingness to elaborate. 

For reasons of mortality, the author elected to recorded the interview responses by 

hand, thereby avoiding any delays that might have arisen due to the legalities and policies 

associated with interstate telephone tape recording. The transcribing of the interviews 

occured in three sequential stages, each following the other as rapidly as possible. The 

author devised a system of note taking, consisting of abbreviated notations and diagrams: 

vowels were often omitted, as were connecting words such as the, there, was, would, of, 

were, etc. The author's use of this system in "the heat of the moment" was not consistent; 

a word may have been abbreviated several different ways depending on what was being 

said, how long the sentence was, and the shape of the idea being expressed. This method 

of notation was practiced in advance of the actual interview by taking notes of "talk radio" 

commentators and television evening news anchors. In this manner the author was able to 

take quick, yet thorough and accurate notes. Upon immediate conclusion of the interview, 

while the conversation and subject's voice and character were still fresh in the author's 

mind, the sculptors' responses were detailed and refined: abbreviated words were fleshed 

out, and connecting words such as your, it was, to be, etc., were inserted. For the third 

stage of the transcription, this handwritten version was immediately typed into a formal 

draft where punctuation was added by the author. As witii the second stage, the author 
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endeavored to hear the sculptor's voice while typing the interview. All effort was made to 

stay as tme to the subject's vocabulary, phraseology, character, and description as 

possible. By working in this manner, very littie paraphrasing was necessary. What aided 

the note taking process was that the subjects often tended to speak rather slowly and 

deliberately. 

The survey interviews are provided in their entirety in Appendices G and H, but have 

been separated into two parts. The first category of questions, the subject baseline data 

wherein the sculptors give information about themselves and their education (Appendix G), 

has been separated from categories II and III (Appendix H), to assure confidentiality of 

question responses. In Appendix H the interviews are labeled anonymously Subject I, 

Subject II, etc. The sculptors' responses are italicized to differentiate them from the 

questions. As described above, the author does not place the subjects' responses in 

quotations because of the method of note taking; no paraphrasing occurs on the one hand, 

on the other it is impossible to capture every single word that is said—the, and, is, it, etc. 

The survey interview results were aucdyzed using both content analysis and descriptive 

statistics, which generated an Experienced Beaux Arts Curriculum. 

Phase IV: Summary and Conclusions 

A summary of the various phases of the research, and the concluding results are 

described in Chapter VI. A brief description of the five foregoing chapters was presented. 

Research conclusion were made by comparing and contrasting the Experienced Beaux Arts 

Curriculum of the six sculptor survey interviews with (a) the Implied Beaux Arts 

Curriculum of the 15 sculpture subject analysis, and with (b) the Perceived Beaux Arts 

Curriculum of the literature review. The implications of the conclusion were noted, as well 

as suggestions for further research. 
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CHAPTER III 

LITERATURE REVIEW 

Introduction 

This chapter develops and delineates the Perceived Beaux Arts Curriculum, which 

accomplishes Phase 1 of the research design (see Figure 1). This is contrasted in the next 

chapter. Phase II, with the Implied Beaux Arts Curriculum indicated by the subject analysis 

of 15 beaux arts sculpture artifacts. The observed Discrepancy between these two analyses 

formed the Perceived Problem of this research. 

The literature review focused on the results of the Art Education Questionnaire (see 

Appendix C) administered in 1996 by the author to 35 of the most prominent art education 

institutions in the United States (see Appendix A). The questionnaire asked art educators 

"What text and/or printed resources do you use to teach the history of art education?" The 

answers to this question comprise the literature review of this dissertation. Twenty art 

educators responded to the questionnaire, citing a total of 15 books and one joumal article 

(see Appendix D) that were used in teaching the history of art education. 

The purpose of this chapter was to bring to light the perception of the beaux arts 

academy held by the authors writing the history of art education. The literature titles 

gathered from the author's poll indicated the type and content of art education history that 

contemporary students were receiving in the various art education programs across the 

United States in 1996. The author surmised that the majority of students graduated into the 

field as teachers and researchers without ever questioning the history that they were taught 

by their art education instmctors and was recorded in their art education texts. Taken 

collectively, a picture of the current perceptions and presuppositions about art education 

and its history became evident. It was clear that the majority of art educators writing on art 

education and its history defined it as public school instmction for the general populous, 

with an emphasis on the child (Eisner & Ecker, 1970; Eisner, 1972; Chapman, 1978; 

Wygant, 1983; BoHn, 1990; Smith, 1996). This narrow definition of art education 

excluded adult, professional art instmction. This was a clear and very definite contextual 

choice on the part of art education scholars in the United States. As this chapter indicates, 

the beaux arts academy and its curriculum formed a nominal to nonexistent part of what 

current students of art education were taught of their field's history. The author's first 

point of contention was confirmed by the art education poll: a 300-year-old art education 

system that spanned the globe and provided the artistic education for many of the most 
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important artists of their time was given littie to no consideration by the majority of art 

educators writing on the history of art education. 

Based on the study of these sources, three issues emerged: (a) the beaux arts is not 

considered a legitimate part of art education, (b) when the beaux arts academy is described 

its representation is not sufficient to account for a vast amount of the art work produced by 

its students, and (c) when the beaux arts academy is referenced it is often in a derogatory 

manner indicating a negative bias against it. 

A total of five of the 16 sources cited as instmctional in teaching the history of art 

education speak of the beaux arts academy. Of the five, two mention the academy simply 

as a biographical detail in the life of particular artists or as a reference to some other issue. 

Two other sources are the published papers presented at two separate history of art 

education conferences, containing a combined total of 99 articles about art education. The 

word Academy appears in 16 of the total 99 articles; only three, however, give it any 

coverage greater than a passing reference peripheral to other issues. Only one of the total 

16 sources cited as instmctional in teaching the history of art education treats the academy 

in depth as a legitimate art education system. 

Critical Review 

For clarity, the literature review is divided into three sections: (a) books or articles 

which do not delineate or formally outiine the history of art education, (b) txx)ks or articles 

that provide an overview outline of the history of art education, but provide no description 

of the beaux arts academy as an art education system, and (c) books or articles that make 

reference to the beaux arts academy as an art education curriculum. This last category may 

contain books that do not give an overview outiine of the history of art education but 

nonetheless refer to the beaux arts academy as a legitimate example of an art education 

system (see Figure 2). 

The final results of this literature review were compared and contrasted with the salient 

features of a select sampling of beaux arts sculpture as a means of determining the extent of 

art educators' perceptions of the academy curriculum at the inception of this century. 

Section I: No Art Education History Overview 

The five books and two chapters in this first section do not provide a comprehensive 

outline of the history of art education. Nor do they include the beaux arts academy system 

as an example of an art education curriculum. This literature approaches the history of art 

education from the standpoint of specific themes or critical issues of current significance to 
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the field. For greater clarity, the literature in Section 1 is subdivided into three categories: 

(a) literature focused on contemporary social or professional issues, (b) art education 

methods texts that are examples of primary sources drawn from the history of art 

education, and (c) literature that focuses on an historic movement specific to art education 

that is viewed through the lens of a particular contemporary issue. 

Category 1: Critical Issues of Current Significance 

The first category contains two books and one article that delineate and consider 

several issues of interest to the field of art education. Feminist issues of sexism, gender 

role, and women's contributions to the field of art education are considered in Collins and 

Sandell's Women, Art, and Education (1984). This is the only literature in this section that 

references the beaux arts academy. The academy is mentioned as (a) an exemplar for the 

issue of women's exclusion from the male dominated art world, and (b) a biographical 

detail in the lives of nineteenth century women artists. The exclusion of the beaux cuts 

academy in the book's definition of art education is implicit in Collins and Sandell's 

assertion that "Art education, in the mid-nineteenth century, was industrial art education, a 

practical study of drawing to prepare workers for American industries" (p. 117). Gablik's 

Conversations Before the End of Time (1995) assumes a broad, socially conscious 

approach to art education that chcillenges traditional viewpoints. This book is a record of 

conversations Gablik conducted with artists, anthropologists, authors, critics, emd 

environmentalists about contemporary definitions of art within a changing, technocratic 

context. Bolin's "Historical Participation" (1987) is also included in this issues-oriented 

category as he emphasizes his perception of the importance and proper place of the 

historian in the field of art education. This issues-oriented category contains that literature 

that explores the history of art education in relation to specific themes of current, critical 

import to the field of art education. 

Category II: Art Education Methods Texts 

The second category contains two art education methods texts that are primary sources 

from the history of art education, Lx)wenfeld's Creative and Mental Growth (1982), and 

Hurwitz's Children and Their Art (1995). These two books are termed methods texts in 

that they present material intended to help prepare and advise elementary art teachers. 

Lowenfeld's book in particular is considered a major landmark in the history of art 

education. Both texts assume a child-centered approach to art education, one that 
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emphasizes and concentrates on the personal expression of the child, as opposed to the 

content-centered approach to art education that sees art as a field of study. 

Category III: Specific Historic Moments 

The last category in this first section contains one article and one book that focus on 

historic moments in the history of art education from specific issue-oriented standpoints. 

The Owatona project, an experimental inner city art program from the nud 1930s, is 

explored in Freedman's article "The Philanthropic Vision" (1989), from the viewpoint of a 

socially conscious public art program funded by a private institution, specifically the 

Carnegie Corporation. Framing the Past (1990) is an anthology of articles edited by Soucy 

and Stankiewicz that explores specific movements in the history of art education from a 

variety of contemporary, issue oriented perspectives such as significant women art 

educators, political agendas behind certain art education programs, problems of 

methodology in studying the history of art education, and art education in remote areas. It 

is this l2iser-like zooming in on certain key movements with a specific issues oriented 

agenda that separates this book from the chronological surveys of art education history. 

For this reason it is included in this non art education history section. 

The literature in this first section does not present an overview of the history of art 

education or describe historic curricula in any detail. None of this literature describes the 

beaux arts academy curriculum. The predominant perception of what constitutes art 

education history excludes the beaux arts, and professional artist instruction by its narrow 

focus on current issues of current interest to the field. 

Section II: Art Education Historical Overview, 
Public School Orientation 

The five books and one article contained in this second section present cm overview of 

the history of art education; in some books it is abbreviated in a single chapter, in others the 

entire book is devoted to it. However, a bias is evident in all of these art history outiines-

they limit the definition of art education to public school art classes with a dominant focus 

on children and adolescents. Adult education for professional sutists does not fall within 

the parameters of this definition. For clarity, the literature of this section is subdivided into 

three categories based on their format and approach to content. 
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Category I: Art Education Methods Text with Abbreviated History 

The first category contains two art education methods texts that devote a chapter to the 

history of art education. Both books are also landmarks in the relatively recent history of 

art education literature. They were among the first methods texts that explored and 

developed a content centered approach to art education that would eventually lead to 

Discipline Based Art Education (DBAE). Chapmem's Approaches to Art in Education 

(1978) focuses on elementary age children and is a classic "how to" approach intended for 

the cUt teacher. Eisner's Educating Artistic Vision (1972) is less of a "how to" text than a 

book that examines and outlines a content-centered approach to art education in the public 

schools. His emphasis is also on art education for elementary-aged students. 

Category II: Art Education Issues Text with Abbreviated History 

The second category contains one anthology that looks at contemporary issues in art 

education. The chapter from this anthology, cited in the art education questionnaire, is 

tided Some Historical Developments in Art Education (1970) and is by Eisner and Ecker. 

It is an abbreviated, one chapter overview of the history of art education that, like Eisner's 

book in Category I, emphsisizes public school, elementary art education. 

Category III: Art Education History Overview Tests 
The third category contains three books that fully qualify as art education history 

overview texts. As indepth as these three texts are. Smith's The History of Art Education 

(1996) and Wygant's two books. Art in American Schools in the Nineteenth Century 

(1983), and School Art in American Culture 1820-1970 (1993), tiiey fall short from 

comprehensive coverage as they limit their definition to public schools, and look only at the 

American history of art education. The beaux arts academy appears in Smith's The History 

of Art Education (1996) only as the Vienna Academy of Fine Arts, and only as a 

biographical detail in the history of two seminal art educators, Cizek and Lowenfeld. 

Wygant, in his School Art in American Culture 1820-1970 (1993) includes at the beginning 

of each chapter a special section describing the artistic climate of the time period he is 

covering. In this social overview section for the years between 1900 and 1915, Wygant 

briefly refers to artistic movements such as Impressionism and the Ash Can painters. Then 

speaking of sculpture, Wygant indicates that many American sculptors received their 

education in Italy and that "Portraiture, cemeteries, and architectural ornament provided 

commissions" (p. 21). No other reference in the book gives any indication of academy 

educational practices or academy-educated sculptors. It should be noted that the above 
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comment is placed in a special section that initiates each chapter with a detailed overview of 

the general social context of the times; it thus occurs outside of Wygant's more 

comprehensive description of art education. 

The literature in this second section consists of short or long overviews of the history 

of art education, linuting the definition of art education to the public schools with a strong 

emphasis on the elementary level. The education of professional artists is outside the scope 

of these texts, and thus the beaux arts academy curriculum as well. The history of cut 

education that is recounted by this literature usually begins its history with the induction of 

art instruction into the United States public school classes, most often citing the passage of 

the Massachusetts Free Instruction in Drawing Act in 1870 as the beginning. The beaux 

arts academy is not included in the description of art education. This exclusion is 

significant given the prominence of the authors; both Chapman and Eisner are major figures 

in the field of American art education. 

Section III: Art Education History Overview, 
Description of the Beaux Arts Academy 

This final section consists of the three books that include the beaux arts academy 

system as a legitimate, historic example of art education. For clarification the literature in 

this section is subdivided into two categories, (a) an art education overview text, and (b) 

the published proceedings from two History of Art Education conferences. 

Category I: Art Education History Overview Text 

The first category contains one text. Efland's A History of Art Education (1990) is 

considered by most of the field as a landmark in the history of art education. Due to 

Efland's inclusion and description of the beaux arts academy system, the review of his 

book is longer and more indepth than the coverage allotted to the other books and articles in 

this literature review. 

Efland devotes 40 pages, to the "Westem Origins of Art Education" (chapter 2). 

Beginning with the Greeks, he advances to the Industrial Revolution of the nineteenth 

century. In this chapter, he describes the factors leading up to the creation of the beaux arts 

academy, and its spread across Europe through the eighteenth century. Chapter three, titled 

"The Visual Arts and the Industrial Revolution", brings the beaux arts academy up to the 

twentieth century in the form of vocational, industrial education, and concludes Efland's 

discussion of it. The rest of the book, some 200 pages, is primarily devoted to public 
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school art education, with the emphasis on the child. All together, in a book of over 300 

pages, Efland devotes roughly 30 pages to the beaux arts academy system. 

Efland provides the most thorough description of the academy system of all the history 

of £irt education literature here reviewed. He gives an overview of the curricular education 

of artists through (a) drawing the figure at the academy, (b) theoretical knowledge covered 

in the academy lectures, and (c) technical training received in the ateliers of professional 

artists. Efland notes the nineteenth-century distinction between fine art artist, and 

decorative art artisan, and the intent to provide them with different instruction. He also 

cites those schools in the United States that were specifically founded to provide instruction 

for both the fine artist and decorative artisan: Cooper Union, Pratt Institute, and the Rhode 

Island School of Design. 

Most of Efland's coverage of the beaux arts academy focuses on its foundation, 

policies, and relationship to other political and social institutions; relatively littie 

consideration is given to the actual curricular practices. Where Efland does define the 

academy curriculum, the author finds the description confusing and unclear on two 

important accounts: (a) the inclusion, or not, of sculpture (and painting and architecture) in 

the academy curriculum, and (b) the relationship of the academies to the schools of design 

and decorative arts that arose in response to the industrial revolution and the need for 

skilled craftsmen. These two concerns are examined below. 

Efland begins his description of the beaux arts academy by stating that "The French 

Academy of Painting and Sculpture was founded in 1648" (p. 36). Yet when he describes 

academy practices he repeatedly limits the curriculum to drawing. No indication of 

sculpture instruction is given. The beaux arts curriculum is defined as three phases of 

drawing: (a) copying masters' drawings, (b) drawing from plaster casts, and (c) drawing 

the nude model. Efland maintains that this "sequence.. . was viewed as the heart and core 

of the method (of the beaux arts academy) from the latter years of the seventeenth century 

to the latter years of the nineteenth century" (p. 37). Three times Efland describes the 

beaux arts curriculum (pp. 37, 53,55); sculpting from plaster casts or from the nude model 

is never mentioned. Efland focuses exclusively on drawing as the medium defining the 

beaux art system of art education. Later he speaks of "France's use of the painting 

academy to further national industry" (p. 40); but again, Efland makes no reference to 

sculpture, and the descriptions of academy curriculum repeatedly refer to drawing. 

Efland quotes an English inventory of the Academic des Beaux Arts at Lyon (France) 

from 1836 as including six departments: 1. Painting; II. Architecture; III. Ornament; IV. 

Botany; V. Sculpture; VI. Engraving (p. 55). However, he places this description of the 
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Academic des Beaux Arts under his coverage of "French Schools for the Decorative Arts", 

separating it from the fine art academy system despite its titie of "Academy of Fine Arts at 

Lyon." In the same section Efland lets the reader know that in France there was minimal 

difference between the education received by artisans and artists, and that the academy 

curriculum of drawing from the model dominated botii. This inventory of course offerings 

at Lyon in no way corresponds with the definition of the beaux arts academy given by 

Efland, i.e., drawing. It is, in fact, at odds with his definition, as he then goes on to 

indicate. 

In addition to the two references to sculpture described above, a possible third is given 

though, like the others, it is unclezir and confusing. Under the heading of "Trade Schools 

in the German States", Efland relates that "in their first year of instruction pupils studied 

drawing, modeling, and other areas of specialization" (p. 56). What is meant by 

"modeling"? Several potential definitions exist for the word. Efland uses the word 

"model" many times to refer to the naked person drawn by academy students. In the art 

history handbook From Abacus to Zeus, Pierce (1968) gives two traditional art definitions 

for modeling: (a) an additive process of sculpting, most commonly in clay, and (b) "in 

painting and drawing, the (illusionistic) suggestion of the three-dimensional character of a 

body by altering the value of colors along its surface" (p. 32). Webster's Collegiate 

Dictionary (1993) provides a total of five definitions for the verb form of "model," 

including the displaying of fashion apparel, and the development of a simulation, pattern or 

exemplar. As a traditional figurative sculptor, the author's bias would tend to assume the 

sculptural definition; however, this understanding of the word is technically obscure, and 

somewhat antiquated. Furthermore, there is no grounds for this interpretation inherent in 

Efland's text. Modeling designer apparel is a far more familiar use of the word at the time 

of this writing. Contemporary art education students, more familiar with fashion 

personalities and magazines such as Vogue, Cosmopolitan, and Hie may interpret 

"modeling" a different way. Given Efland's emphasizes of drawing as the curricular 

definition of the beaux arts academy system, it is arguable that his use of the word refers to 

the drawing of three-dimensional forms. But there is no way to be sure. 

Efland's references to sculpture in the beaux arts academy clearly occurs only twice: 

(a) in tiie titie of the French academy founded by Louis XIV, and (b) in an inventory of 

courses offered at a French academy (both referenced above). In both cases, it is an 

official use of the word rather than a descriptive one. These two references to sculpture are 

at odds with the description of the academy curriculum, which he limits to drawing in three 

phases. References to drawing occur at least 30 times in his description of the beaux arts 
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academy. No descriptions of sculpting are given. Nor does he refer to any architectural 

studies, though they formed a major part of the academy system, particularly in the 

nineteenth century. 

In discussing Europe and England, Efland separates by definition the "acadenues of 

art" from the "schools of decorative arts," also known as "craft schools," or "schools of 

design." The beaux arts academy he maintains as the educator of fine artists (pp. 54,57), 

while the "schools for the decorative arts" prepared craftsmen for industrial design (pp. 55, 

56). The separation of the two as distinct entities is reinforced by statements that 

emphasize drawing, such as: "Though the expressed purpose of a given school might have 

been to further the memufactures of local industries, specialized studies were built upon an 

existing core of academic drawing" (p. 55). Yet in the same paragraph, Efland provides 

the name of one of the French schools of decorative arts as the "Academic des Beaux Arts 

at Lyon" (p. 55). One is not sure from Efland's description if the Schools of Decorative 

Arts are examples of the beaux arts academy or are separate entities. The author finds the 

same confusion regarding Efland's description of the "ateliers." To the academies, design 

schools and ateliers he ascribes the same basic drawing regimen. 

Where the author finds Efland's description deficient and zunbiguous is in the sp)ecific 

details that define the curriculum. Efland may silently assume the presence of sculpture 

instruction along side the drawing, but one has no clear indication that such is the case. 

The prim2uy definition of the beaux arts academy curriculum given by Efland is "drawing 

the human figure". 

Category II: Symposia: About Art Education History 

The second category of this third section of the literature review contains two books 

that are the proceedings from two separate conferences on the history of art education at 

Pennsylvania State University, the first in 1985, the second in 1989. Both books are 

comprised of the conference "papers," of four to eight pages in length, that were delivered 

by both intemational and U.S. speakers. The material presented is thus of a broad and 

diverse nature. 

Speaking collectively of both books, a definite trend or pattern of basic 

presuppositional perceptions of art education is notable 2md might be defined by a 

dichotomy described by Finnish art educator Pohjakallio in The Fhstory of Art Education 

(1992). He notes that, in the second half of the nineteenth century, German art education 

was intellectual and theoretical in emphasis, as opposed to the more pragmatic, utilitarian 

focus of English art education. In a similar vein, the manuscripts from these conferences 
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tend to take two distinct directions, (a) tiiose that report art education history, mostiy 

presented by non U.S. and non-mainstream art educators and (b) those papers, usually by 

prominent U.S. art educators, that theorize about the field of art education. This second 

group covers such issues as research methodology (Hambhn, 1985; Mason, 1985; Soucy, 

1985; Carrier, 1992; Clark, 1992; Korsenik, 1992), interpretation (Freedman, 1985; 

Efland, 1992; Eisner, 1992; Smitii, 1992; Hamblin, 1992), and cultural definitions 

(Wilson, 1985; Anderson, 1992; Stankiewicz, 1992; Waller, 1992). The two books are 

described separately, focusing on the individual articles that refer to the beaux arts 

academy. 

Fifty papers were published in The Flistory of Art Education (1985), edited by Wilson 

and Hoffa, Nine presentations contained the word academy, those by Freedman, Rheeden, 

Savage, Betenas, Sienkiewicz, Hubbard, Plummer, Smith, and Dommelen. Oi tiiese nine 

references, only one writer deals with the academy as a system of art education: Betenas 

describes the contemporary art academies of Russia in his review of art education in the 

Soviet Union. His coverage focuses on the academy within the framework of general 

education; the specific curriculum of the Soviet academies is not detailed. Seven of the 

remaining eight papers can be grouped into three categories: (a) those that use the word 

academy in the title of the paper, but do not discuss or describe any academy in the text 

(Freedman, Sienkiewicz); (b) those that give a single reference to an academy as 

biographical background to groups of artists or single individuals (Rheeden, Hubbard, 

Smith); and (c) those that refer specifically to the Pennsylvania art academy in their 

discussion of other issues (Plummer, Dommelen). The last of the nine papers, written by 

Savage, briefly references the "Royal Academy" and English "academic training" in 

discussing the effect of the industrial revolution on English art education. Of the fifty 

papers published from the 1985 conference on the history of art education hosted at 

Pennsylvania State University, only one, by Betenas, treat the beaux arts academy as a 

legitimate system of art education. None of the papers give any curricular information 

about the academy. 

Forty nine papers are published in The History of Art Education (1992). Only seven 

presenters make reference to the beaux arts academy—Efland, Arano, Rheeden, Yeomans, 

Pearse, Pohjzikallio, cmd Zimmerman. Of these seven references, three distinct groups can 

be seen: (a) those that make a single reference to an "academy" or "school of art" as a 

biographical event in a personal history (Rheeden, Pearse, Yeomans), (b) those that make a 

single reference to an academy as related to some other issue (Efland, Pohjakallio), and (c) 
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those that discuss the academy system in some detail (Arano, Zimmerman). A description 

of this last group is provided below. 

Zimmerman seems to accept the beaux arts academy as a legitimate system of art 

education by including it in her paper. Art Education for Women, 1890-1910: Issues and 

Interpretations in the Victorian Periodical Press. Several paragraphs describe the Royal 

Academy in England, but as the titie of the paper implies, only as it peripherally relates to 

the status of women artists at the tum of the century. Like Efland in his text A History of 

Art Education, Zimmerman also draws a distinction between the schools of industrial or 

applied arts designed to educate craftsmen and public school art teachers, and the academies 

whose purpose was to educate fine artists. Briefly describing the academy system, 

Zimmerman gives the same description as Efland; students "draw" from (a) drawings, (b) 

plaster casts, and (c) from life, i.e., from human models. Of this third phase of art 

instruction, she adds that the male students worked from both the draped and nude figure 

while the female students were allowed to work only from the draped model (p. 246). 

Arano is the only author that expressly presents the beaux arts academy as an example 

of an art education institution. His focus is on art education in his native Spain, which he 

maintains is "the direct result of the old Academy of Fine Arts" (p. 42). His paper 

describes the academy in its institutional and sociological relationship to the evolution of 

national art education without ever detaihng specific curricular activities. 

Although his reference to the academy is primarily background, bibliographical 

information, Rheeden provides some small insight into the curriculum. Speaking of the 

Hague Academy of Fine Art, he indicates that teacher training was part of its program. The 

main subjects of this teacher training were drawing and the study of ornament and 

geometrical elements (p. 54). 

In addition to the seven authors listed above, one further speaker. Swift, references the 

Birmingham Municipal School of Arts and Crafts as a biographical detail in his description 

of the instructionzd theory of a specific art teacher from the first half of this century. The 

relation of Arts and Crafts Schools to tiie beaux arts academy is neither defined nor alluded 

to by Swift; further, the School of Arts and Crafts is of peripheral concem to his main 

topic. Swift's article is therefore placed outside of the consideration of this literature 

review as it does not specifically communicate to art education students any perceptions of 

the beaux arts academy. 

Of the 49 papers published from the 1989 conference on the history of art education 

hosted at Pennsylvania State University, only Arano specificcilly focuses on the beaux arts 

academy in his discussion of art education. The papers by Zimmerman and Rheeden are 
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the only ones that gives any curricular information about the academy, and this only as an 
exemplary detail to other issues. 

In summary of tiie tiurd, and for this research the most significant, section of tiie 

literaUire review tiie autiior makes the following observations. The two published 

proceedings of history of art education conferences provide proportionally minimal 

reference to the beaux arts academy and nigh non existent description of its curricular 

practices. Because of tiie vast range and disparity of these papers, a clear picture of the 

beaux arts academy does not exist in the books as a whole, nor in the individual papers. 

The references that appear are most often tangential to other issues and subjects. Clearly, 

the art education system that educated the majority of prominent artists of the westem worid 

for at least 300 years is not perceived by art educators writing on the history of art 

education as being very important. Only Efland's text focuses a detailed description on the 

beaux art academy as a tme, historic institution of art education. His description of the 

beaux arts education of professional artists however cannot account for the fine art that was 

produced in response to public and private commissions. It is suggested by the author that 

an accurate description of the beaux arts academy does not exist in the literature provided 

by contemporary art educators teaching the history of art education. 

Summary 

In Chapter I, under Context of the Problem the author took exception with the history 

of art education on two points: (a) its neglect of the beaux art academy system in both 

literature and the definition of art education, and (b) the narrow definition or understanding 

of the academy when it is presented. Sections 1 and II of the literature review, £uid the 

second half of Section III evince a restricted definition of art education, focused on public 

school, elementary students, that does not allow for the beaux arts as a significant art 

education system. By contrast, Efland's text gives a broad coverage of the education of 

professional artists through the academy system but emphasizes the drawing curriculum to 

the exclusion of sculpture, painting, and architecture. Though his coverage of the beaux 

arts is relatively extensive, he also tends to leave it behind with the Greek and Renaissance 

histories of art education, as an historical relic, when he shifts his focus, and the majority 

of the book, to public school, elementary art education. Any influence that the beaux arts 

system may have exerted on subsequent systems such as picture study, or even the multiple 

disciplines of DBAE (discipline-based art education), Efland neither mentions nor explores. 

This analysis focused on the literature recommended by cut educators in the Umted 

States teaching the history of art education to their students. It therefore provided a picture 
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of the definition of art education that is presentiy held, and is being passed on to the next 

generation of art teachers, instmctors, and educators. Three major points are evident from 

the review of this literature: (a) a definition of art education that excludes the beaux arts 

academy, (b) a confused and contradictory definition of the beaux arts academy and its 

curriculum, and (c) a subtie antagonism or negative bias against the academy. These three 

points are elaborated below. The last two issues, the definition of the academy curriculum 

and the negative bias against the beaux 2uts, formed an important part of the interview 

phase of this research, and are addressed in the sculptor survey interviews. 

Exclusion as an Art Education Institution 

One of the most significant points to emerge is that the dominant definition of art 

education in the United States excludes the beaux arts academy in its primary focus on 

public school art education for children. Of the four history of art education texts (Wygant, 

1983; Wygant, 1993; Efland, 1990; Smith, 1996), and the three abbreviated histories of art 

education (Chapman, 1978; Eisner, 1972; Eisner & Ecker, 1970) cited by cut educators in 

the Art Education Survey (see Appendix C), only Efland's text goes beyond children's 

public school art education and includes adult, professional cutist instruction. His history 

of art education text is the only one that includes the beaux arts academy as an example of 

an art education institution. 

Only four of the total 16 sources cited as history of art education teaching resources by 

contemporsuy art educators contain any reference to the beaux arts academy (Collins and 

Sandell, 1984; Wilson and Hoffa, 1985; Amburgy et al., 1992; Efland, 1990). Two of 

these four books (Wilson and Hoffa, 1985; Amburgy et al., 1992) are conference 

publications containing a total of 99 papers by art educators from around the world. Only 

two of these 99 papers focus on the beaux arts academy as an art education institution; 

Arano writes of Spanish art education, Betenas of Soviet art education. Women, Art and 

Education (1984) by Collins and Sandell focuses on contemporary feminist issues, and 

references the academy only as biographical information about specific women artists. 

Efland's A History of Art Education (1990) is the only source intended as a history of art 

education text that includes the beaux arts as a significant part of art education history. 

Uncertain Definition of the Academy 

A second point is the definition of the academy. When the beaux arts academy 

curriculum is described the emphasis is on drawing as the technique, and the nude human 

figure as the subject (Efland, 1990; Zimmerman, 1992). The beaux arts academy educated 
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the most prominent painters, sculptors, and architects of the westem world for at least 3(X) 

years, yet the drawing curriculum, focusing on the nude human figure, is the only 

instmction described. This description is insufficient to account for the thousands of public 

and private sculptures and paintings of animals, landscapes, historical scenes in period 

costume, or architectural embellishments that were produced by students of the academy. 

Zimmerman makes reference to beaux arts students also working from the draped model. 

Rheeden cites the study of omament and geometry as part of the academy teacher training 

curriculum. No reference is made to the study of animals such as the horses, lions, and 

eagles which are common to the point of cliche in the depiction of nationalist and heroic 

sentiments in sculpture and painting across several continents and centuries. The study of 

flora and architectural forms is described as part of the drawing lessons for public school 

education but not in reference to academy education of professioucil artists, although both 

subjects are intimately associated with civic fine art. Lastiy, limiting the definition of the 

beaux arts academy curriculum to "drawing" from the nude figure, one is left with the 

question of where did the artists leam to sculpt, paint, and design the stupendous edifices 

that serve as religious and governmental buildings. 

This seminal point can be understood by the following distinction. The beaux arts 

academy curriculum can be divided into two interdependent categories: technique and 

subject. In its simplest form. Technique refers to how a work of art is made, through 

drawing, sculpting, or painting. Subject references what is being depicted—horses, lions, 

dogs, eagles, etc. (it may also include intangibles such as love, heroism, national pride, 

etc.; but for the point being made here, the definition is limited to the objects depicted). 

Despite having many of the most significant sculptors and painters as its graduates, the 

beaux arts academy system is described by the most widely consulted histories of art 

education as teaching the technique of drawing, and the four subjects of the nude and 

draped human figure, omament, and geometry. 

Negative Bias Against the Academy 

The third and final point that emerged from the literature reviewed was the reoccurring 

negative depiction of the beaux arts academy. Efland states that "European romanticism .. 

. gave rise to a rebellion against academy mles" (1990, p. 6). Speaking of the Hague 

Academy of Fine Arts, Rheeden states that, "The main subjects were drawing and the study 

of omament. .., in reality it consisted of endless study of geometrical elements" (1992, p. 

54). Pearse, referring to the Sheffeld School of Art, describes "Instmction in evening 

classes . . . [as] academic and arid" (1992, p. 85). In speaking of the "German academies 
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of art" Pohjakallio says that, "a wrong relationship with art stemmed from Germany: the 

idea that art exists for its own sake . . . In Germany the academies produced huge numbers 

of mediocre artists, who ended up in economic misery" (1992, p. 90). Though 

Zimmerman provides an informative overview of the Royal Academy focusing on drawing, 

she yet concludes that: 

(The Royal Academy) met with criticism for being [a] rigid system that 
produced mechanic^ and stylized art work.. . The Academy was referred to 
as a 'backward instimtion'... As a result of the inadequacies at the Academy . 
. . a number of private art studios flourished in which art education is much 
fuller in opportunity and richer in variety than the cut and dried methods of the 
official courses. (1992, p. 246) 

It could as equally, and accurately, be argued that "private art studios" arose and 

flourished in order to meet the increased demand for artistic products such as architectural 

omament, book illustration, posters, murals, portraits, and the newly popular objets d'art 

that inexpensive manufacturing had made affordable to greater numbers of people. 

Though each art educator is addressing a specific academy, country, or region, when 

taken all together one finds a rather abysmal picture of the academy system in general. 

Couple this with its exclusion by most historians of art education and again, the picture is 

anything but impartial. In a broad coverage of the beaux arts academy that presents both 

the strengths and weakness, such statements may have their place cis an accurate means of 

establishing balance. But when the only reference to the academy is presented as these 

above, it gives a definitely pejorative, one sided, and therefore inaccurate, value-laden 

depiction of the beaux arts academy. 

The results of this survey are significant because they indicate the art education history 

that students of art education are taught. Clearly the beaux arts academy is not an important 

part of that history; it is not mentioned in the majority of the material, and when it is 

mentioned it is often in a negative manner. This inaccurate representation of the beaux arts 

academy perpetuates the inaccuracies and transmits the negative bias to future generations. 

This literature review, that focused on the presence and perception of the beaux arts 

academy in texts used to teach the history of art education, generated a Perceived Beaux 

Arts Curriculum. This is contrasted in the next chapter with the enumerated characteristics 

of beaux arts sculpture artifacts. 
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CHAPTER IV 

SCULPTURE ARTIFACTS 

Introduction 

This chapter presents Phase II, and the first half of Phase III of this study, as indicated 

in the research design (see Figure 1, p. 12). A phenomenological inventory of 15 beaux 

arts sculpttire artifacts provided the Implied Beaux Arts Curriculum. The comparison of 

this with the Perceived Beaux Arts Curriculum described in art education literature indicated 

the Perceived Problem of the research, specifically the discrepancy between these two 

curricula 

The purpose of this chapter is twofold: (a) to identify and inventory the literal features 

of beaux arts sculptures through a subject analysis, and (b) to ground the survey interview 

questions that were developed through this analysis. Comparison of the literal features, 

i.e., subject matter, of 15 beaux arts sculptures with the description of the beaux arts 

academy in art education literature revealed a discrepancy. The academy as described by art 

educators could not have produced the 15 sculpture artifacts. It was the content of this 

discrepancy, specifically the sculptural features identified in the subject analysis, that 

formed the basis of the survey questionnaire. 

An inventory of public sculpture produced by beaux arts sculptors of the late-

nineteenth and early-twentieth centuries revealed that the mimetic or imitational quality is 

accurate, and the work is varied and complex in imagery. An imitational approach to art is 

one that seeks an accurate rendering of the subject, a convincing resemblance to the factual 

object being represented; what Feldman (1992) refers to as the style of objective accuracy, 

and Mittler (1989) describes as the aesthetic theory of imitationalism. Complexity of 

imagery refers to the accretion of objects in a single sculpture, for example: a human figure; 

a human figure swathed in drapery; a human figure swathed in drapery holding a rose; a 

human figure, swathed in drapery, holding a rose, with a helmet on her head; a human 

figure, swathed in drapery, holding a rose, with a helmet on her head, standing by a 

reclining lion, etc. It is these two basic qualities, completely separate from any social 

meaning or content tiiey may communicate, that suggests a thorough and comprehensive 

artistic training in tiie subject matter portrayed. As the American writer Ernest Hemingway 

indicated, an author can only write of what he or she knows; so also with the realist 

sculptor. An incomplete knowledge or lack of expertise, to the experienced eye, is obvious 

in the most basic rendering of realistic forms. Artists who sculpt accurate and convincing 
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generals on horseback must have a substantial knowledge of period costume, human and 

horse anatomy and gesture, and military and equine accouterments. 

The first section of this fourth chapter identifies the literal features of 15 beaux arts 

sculptures. Examining the sculpture produced by students of the beaux arts academy 

curriculum, an inventory of specific sculptural features (also referred to as subjects) 

provided the theoretical evidence for beaux arts academy curricular ingredients. The mere 

presence of specific features or images in a sculpture, such as a nude or draped human 

figure, a lion or a horse, flora such as roses, lilies, and poppies, and intricate architectural 

forms indicate by logical extension artistic instmction in these subject areas. 

A comparison of the literal features identified in 15 beaux arts sculpture artifacts with 

the results of the art education literature review comprises section two; within the 

terminology of the research design, that is the Implied Beaux Arts Curriculum compared 

with the Perceived Beaux Arts Curriculum. The literal features, evident in the sculpture 

artifacts, that were not accounted for in the art education description of the academy formed 

the primary content of the interview questionnaire that was administered to sculpture 

students of the beaux arts academy system. 

In section three, the analysis of beaux art sculpture grounded, directed, and developed 

the interview questions administered to a sampling of beaux arts educated sculptors. 

Specific features identified in beaux arts sculpture, were conceptually at odds with the art 

education description of the academy. These innumerated sculptural features, which 

suggest formal instmction, formed the content of the survey questions. 

Section I: Beaux Arts Sculpture Analysis 

For the purposes of this research the analysis of the 15 beaux arts sculptures will (a) 

be phenomenological, focusing only on those features physically present in the work of art, 

and (b) remain superficial by the standards of content analysis and art criticism, employing 

only the first, "descriptive" phase of the phenomenological critical inquiry models. The 

symbolic meaning, social significance, cultural interpretation, or content of the imagery is 

outside the scope of this research. For the purposes of this analysis, only that which is 

visibly identifiable, i.e., the literal features of the sculpture, will be discussed. In some 

cases only the most cursory of inventories is necessary, as with lion sculpture. The simple 

identification of the subject matter as a lion is sufficient for the argument of this research, to 

indicate animal anatomy, specifically feline, as a part of the beaux arts academy curriculum. 

Five categories were established to illustrate the common presence of those subjects 

which imply specialized instmction at the academy. Three sculpture examples are provided 
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for each category, for a total of 15 sculptures. Wherever possible the author selected 

sculpture examples for each category from different countries. For example, the three lion 

sculptures indicative of animal study were taken from Fr2mce, Germany, and the United 

States. The reason for this, as outiined in the previous subsection, was to indicate the 

intemationcd occurrence and the archetypal nature of the subjects. The sculpting of lions 

dates back as far as Mesopotamia and Egypt and is evident worldwide. 

The analysis of the beaux arts sculpture artifacts, as explained in Chapter II, consisted 

exclusively of identifying the subject of, and/or literal features visibly present in, the 

sculpture. A summary of the inventory of each sculpture category is provided, headed by 

the sculptures' identifying titie, along with the implications regarding the beaux arts 

academy curriculum. An illustration of each sculpture is presented with the following 

information, listed in the order that it is here enumerated: (a) title, the one commonly 

accepted, or in the case of unnamed pieces a titie of convenience given by the author; (b) 

the date of execution if known, if not this is specified with the understanding that the 

sculpture was done within 50 years either side of the tum of this century; (c) the medium if 

identifiable; (d) the sculptor if known, if not, this is specified unknown; (e) the country it is 

currently located in, with the understanding that this is in all likelihood represents the 

country of its execution; and (f) the photo source for the sculpture. 

The human form and the knowledge base it denotes, such as proportion, locomotion, 

superficial and intemal stmcture, racial, sexual, and age distinctions (Bridgman, 1972; 

Peck, 1963; Schider, 1957), was not inventoried or itemized in the following examples 

because its study in the beaux arts academies has been acknowledged by the historians of 

art education who write about the academies. 

One final note: many of the objects identified in the following phenomenological 

inventory are not identifiable as literal or specific historic, botanical, or zoological 

examples. For example, the armor sculpted for Joan of Arc by Fremiet or Huntington is 

not an exact copy of an existing suit of armor as far as the author can determine. Whether 

the sculptors copied directly from existing museum examples, or developed a general 

design based on period specifics is not known. The style and details, however, are 

sufficiently realistic to indicate specific cultures and time periods. Because the armor is 

plate and not mail it can be dated to the fifteenth century, the time of Joan of Arc. The 

relative simplicity of the armor tends to tie it to France rather than Germany, Spain, or 

Italy, where styles leaned towards greater elaboration and omamentation during this period. 

With the aid of photographic references, the author can thus maintain that the renderings are 

culturally and historically consistent, though not necessarily literal in their authenticity. The 
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exact armor wom by Joan of Arc has not been preserved as far as the author is aware. This 

same possible artistic generalizability applies to the other sculptural subjects identified in the 

artifact analysis: the Spanish armor, the Greek Helmet, the middle eastem swords and mg 

pattem, etc. This artistic generalizability also applies to certain unidentifiable flowers, 

angel's wings, emd stylizations that build upon specific floral and faunal features. The 

author could not find exact examples of these depicted items, nor identify specific species; 

but at the least, they stand as very close historic and imitational approximations, and 

indicate an artistic grounding in specific knowledge bases. 

Category I: Lions 

As described above, the feline subject of the three sculptures, whether striding as with 

the (a) Striding Lion of Germany (Figure 3), sitting like tiie (b) Seated Lion of France 

(Figure 4), or reclining as the (c) Reclining Lion of the United States (Figure 5), is 

sufficient indication of extensive knowledge of lion stmcture and anatomy by the sculptors 

(Ellenberger & Baum, 1956; Knight, 1947; Seton, 1977). 
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Category II Equestrian Monuments 

Joan of Arc with Laru:e from France pictures a young woman in plate armor circa 

1400, astride a powerful, prancing charger (Figure 6). The armor exhibits mechanical 

details such as buckles and hinges. The horses musculature, and surface anatomy is 

detailed. The horse is wearing light armor on the head and neck. 

Joan of Arc with Sword from the United States depicts a young woman in plate armor 

circa 1400, sword raised in her hand, astride a powerful, striding horse (Figure 7). Both 

Joan's sword belt and the horse's reins, bridle, and saddle harness are all intricately 

pattemed. 

The Conquistador from Italy shows a man in armor, his shield tethered to his saddle, 

astride a standing horse (Figure 8). A strong wind is indicated by the hair of the horse and 

its rider, cmd the fluttering banner. The horse's accouterments are decoratively wrought. 

The conquistador's armor is not completely plate, as with the previous two figures of Joan 

of Arc, but a combination of partial plate and leather, suggestive of a later historical time 

period of circa 1600, as well as a Spanish cultural orientation. 

The three equestrian sculptures, taken respectively from France, the USA, cuid Italy 

indicate extensive knowledge of (a) horse proportion, equilibrium, and intemal and external 

anatomy (Ellenberger & Baum, 1956; Knight, 1947; Seton, 1977; SUibbs, 1990); (b) 

period costume, i.e., intricate plate armor, plate and leather armor, and shields specific to 

different periods and cultures in history (Ashdown, 1988; Edge, 1996; Hopkins, 1990; 

Time Life, 1941; Tumbull, 1985); (c) equine and military accouterments (bridles, saddles, 

spurs, lances, swords and scabbards, and banners), and the culturally and historically 

correct design of each (Ashdown, 1988; Burton, 1972; Clanby, 1970; Demmin, 1911; 

Dossenbach, 1987; Edge, 1996; Hutton, 1995; Wise, 1976); and (d) the geometry of 

decorative pattem that is presumably cdso culturally and period oriented (Jones, 1972; 

Petrie, 1990). Again, these details are presumed to be generalized approximations of 

historic examples; the author found no exact prototype for any of these details. 
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Joan of Arc with Lance 
1874 
Emmanuel Fremiet 
Bronze 
France (Paris) 
Photo: Janson (1985, p. 183) 

Figure 6. Category II: Equestrian Monuments - Joan of Arc with Lance 
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Joan of Arc with Sword 
1914 
Anna Hyatt Huntington 
Bronze 
USA (Gloucester, Massachusetts) 
Photo:Finn(1997, p. 25) 

Figure 7. Category II: Equestrian Monuments - Joan of Arc with Sword 
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The Conquistador 
Date Unknown 
Davide Callandra 
Bronze 
Italy (Turin) 
Photo: Rheims (1977, p. 223) 

Figure 8. Category II: Equestrian Monuments - The Conquistador 
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Category III: Historical and Literary Themes 

As the titie suggests, the ArabMerchant of Austria depicts a scaled environment of an 

Arab dealer in cultural and period dress sitting among his wares (Figure 9). A bamboo 

frame holds several highly ornamented objects: a mg, a lantem, two wooden lattices, a 

shield, and two rifles. The merchant holds in hand a helmet and scimitar, i.e., a sword 

specific to the region. A second scimitar lays across a wooden table. A hanging banner 

displays various Arab symbols and the crescent moon of Islam at its top. All objects 

depicted and their intricate patterning are of a definite nonwestem design, and are specific 

to the middle eastem culture. 

A heroically scaled, ancient Greek Helmet of Germany sits atop an architectural 

pedestal (Figure 10). The helmet is omamented with a lion, a muse, a band of laurel 

leaves, and a geometric pattem, and is topped with a double crest of horsehair. 

The Corujuistador of France depicts a standing, bearded man of strong build in 

Spanish armor of partial plate steel and leather, circa 1650 (Figure 11). An open helmet is 

on his head, and he leans on a great sword, i.e., a two-handed broadsword of some five 

feet in length omamented in the Spanish fashion. 

The three historically based sculptures indicate extensive knowledge of (a) period 

costume, i.e., Arabian casual wear, Greek armor, and Spanish partial plate and leather 

armor, each specific to the appropriate time periods (Allen, 1971; Ashdown, 1988; Edge, 

1996; Frasier, 1919; Hopkins, 1990; Jarva, 1995; King, 1969; Snodgrass, 1967; 

Tumbull, 1985; Time Life, 1941; University of Newcastle upon Tyne, 1978); (b) swords, 

scabbards, and other accouterments and the culturally and historically specificity of each 

(Ashdown, 1988; Burton, 1972; Canby, 1970; Demmin, 1911; Dossenbach, 1987; Edge, 

1996; Hutton, 1995; Wise, 1976); and (c) the geometry of decorative pattem that is also 

culuirally oriented (Bode, 1984; Hessemer, 1990; Jones, 1972; Spuhler, 1978). Again, 

these details are presumed to be generalized approximations of historic examples; the author 

found no exact prototype for any of these details. 
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ArabMerchant 
Circa 1900 
Franz Xavier Bergman 
Bronze 
Austria (Vienna) 
Photo: Forrest (1988, p. 444) 

Figure 9. Category 111: Historical and Literary Themes - Arab Merchant 
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Greek Helmet 
Date Unknown 
Sculptor Unknown 
Unidentified Metal 
Germany (Dresden) 
Photo: Author's Collection 

Figure 10. Category HI: Historical and Literary Themes - Greek Helmet 
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Conquistador 
Date Unknown 
Deniere 
Bronze 
France (Paris) 
Photo: Forrest (1988, p. 88) 

Figure 11. Category III: Historical and Literary Themes - Conquistador 
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Category IV: Funerary Angels 

The Angel with Flowers from Italy is a standing, barefoot young woman in a rather 

voluminous cloth gown falling to her feet (Figure 12). The gown has slipped off of her 

right shoulder. In her hair is an unidentified flower. Her left hand is clasping to her breast 

a bouquet of flowers of which are identifiable a rose, and a daisy. The right hand is 

extending a garland of flowers downward as towards a grave. Two large-scaled bird 

wings are folded behind her. 

The Angel with Palm from Germany is a standing young woman with head bowed, 

wearing a cloth gown bound at the waist, falling off of her right shoulder (Figure 13). A 

five pointed star is on her forehead at the hairline. Her hands are clasped in front of her 

holding a palm branch. Two large-scaled bird wings are folded behind her. 

The Kneeling Angel from the United States depicts a young girl kneeling in front of a 

large architectural pedestal (Figure 14). Her arms are draped over the top of the pedestal, 

the left one stretched out straight, the other folded in with her forehead resting on the 

forearm. She is wearing a sleeveless cloth gown that hangs and drapes to her ankles. Two 

large-scaled bird wings are folded behind her. 

The three Cemetery Angels indicate extensive knowledge of (a) the fall and draping 

of cloth (Barcsay, 1958; Bridgmen, 1942; Cooper, 1983; Raxmen, 1865; Hope, 1962; 

Lanteri, 1965; Rhead, 1904; Sebesta & Bonfante, 1994); (b) bird wing anatomy ( Allen, 

1930; Aymar, 1938; Hamlyn, 1970; Hoskings, 1979; Peterson, 1948); (c) neoclassic 

architecttiral forms (Burden, 1995, 1998; Calloway & Cromley, 1996; Harris, 1977; 

Speltz, 1994); and (d) flora, specifically palm, rose, and daisy (Brookes, 1987; Field, 

1971;Jekyll, 1995; Perry, 1972; Pizzetti, 1975). 
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Angel with Flowers 
Date Unknown 
Sculptor Unknown 
Marble 
Italy (Rome) 
Photo: Ohlbaum (1994, p. 53) 

Figure 12. Category IV: Funerary Angels - Angel with Bowers 
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Angel with Palm 
Date Unknown 
Sculptor Unknown 
Marble 
Germany (Munich) 
Photo: Author's Collection 

Figure 13. Category IV: Funerary Angels - Angel with Palm 
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Kneeling Angel 
Date Unknown 
Sculptor Unknown 
Marble 
USA (Dallas, Texas) 
Photo: Author's Collection 

Figure 14. Category IV: Funerary Angels - Kneeling Angel 
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Category V: Architectural Sculpture 

The Railing Sculpture from the USA is comprised of four distinct elements: human, 

architectural, stylized floral, and reptilian (Figure 15). The head of a bearded man is 

framed above, at the sides, and below by various repeating pattems of a geometric, 

architectural nature. Symmetrically balanced on either side, two fantastic reptilian heads, 

presumably dragon, grip the railing in their mouths. Their bodies twine inward, evolving 

into a geometric motif that is a stylized hybrid of architectural forms and floral leaf forms. 

The Heraldic Cartouche with Lion from the Czech Republic depicts a complex 

arrangements of human, architectural, cloth, and stylized animal forms (Figure 16). A 

highly omate, multilayered architectural shield depicts a low relief of a rampant lion. 

Around the parameter are stylized, omamental ribbons. Atop is the head of a young 

woman wearing a crown. 

The Heraldic Cartouche with Hammers from Germany is a complex arrangement of 

architectural, human, natural and manufactured forms (Figure 17). An architectural shield, 

comprised of concave and convex forms, bears at its center two crossed hammers in high 

relief. Below is a stylized sea shell. Above, a stylized head of a male demon sits. 

Hanging vertically on either side of the shield are ropes terminating in tassels. 

The three Architectural Sculptures, taken respectively from the USA, the Czech 

Republic, and Germany, indicate extensive knowledge of omamental neoclassic 

architectural forms and its joining and merging with natural forms such as shells, flora, and 

human figures (Burden, 1995, 1998; Castelvecchi, 1898; Harris, 1977; Speltz, 1994). 
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Heraldic Cartouche with Lion 
Date Unknown 
Sculptor Unknown 
Unidentified Stone 
Czech Republic (Prague) 
Photo: Author's Collection 

Figure 16. Category V: Architectural Sculpture - Heraldic Cartouche with Lion 
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Heraldic Cartouche with Hammers 
Date Unknown 
Sculptor Unknown 
Unidentified Stone 
Germany (Halle) 
Photo: Author's Collection 

Figure 17. Category V: Architectural Sculpture - Heraldic Cartouche with Hammers 
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Sununary of Section I 

The sculptures here assembled and analyzed represent several artistic genres, used for 

distinctive social purposes, that were popular during the late-nineteenth and early-twentieth 

centuries. Lions £md Equestrian monuments served a sort of didactic expression of public 

ennoblement. Small scale works like the Arab Merchant and Conquistador brought the 

sense of cultural refinement into parlor and study as objets d'art. The Cemetery Angels and 

Greek Helmet served as quiet memento mori, encouraging an appropriate reverie within the 

visitor to the sculpture gardens that cemeteries had become. Lastly, architectural sculpture 

softened and humsuiized the geometric severity of the buildings, and heraldic escutcheons 

served as a kind of storefront advertisement for the businesses within. 

The popularity of these types of sculptures and their existence by the thousands 

worldwide indicate a massive sculpture industry. Sculptors knowledgeable in these 

specific subject areas were an economic necessity. It was necesscuy for sculptors to know 

how to render period costume, fauna, flora, and architectural features of different styles. 

According to most authors in this area of scholarship (Pevsner, 1973; Rheims, 1977; Read, 

1982; Janson, 1985; Boime, 1986; Adams, 1990; Weinberg, 1991; Piper; 1994), the 

academy was were the sculptors received their art instruction. The spread of the beaux cuts 

academy system to a worldwide phenomenon indicates that it too was equally industrious, 

producing the talent to fill the sculpture industry needs. The author hypothesizes that the 

subjects itemized as common features in the sculpture of the late-nineteenth and early-

twentieth century were subjects of common study in the beaux arts academies of that same 

time period. 

Based on the observed ingredients of sculpture selected for its ubiquity, it is logically 

concluded that the following prerequisites were included in the sculptor's education, and 

thus they were a curricular part of the beaux arts academy: 

1. instmction that included sculpture as an artistic medium; 

2. sculpture techniques-clay modelling, stone carving; 

3. human figure study-portraiture, full figure; 

4. the clothed human figure—draped, period costume; 

5. animal anatomy or study—horse, lion, bird; 

6. botanical or floral study; 

7. architectural omament study. 

As noted earlier, academy study of the human figure, both nude and draped, had been 

acknowledged by historians of art education. Here however the congmence ends. The 

preceding analysis of beaux arts sculpture artifacts is at variance with the description of 
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artist instmction given by historians of art education. The art education rendering of the 

beaux arts academy does not account for the thousands of sculptures produced by students 

of the beaux arts system that exist worldwide. 

Section II: Comparison of Art Education Literature and 
Sculpture Artifacts 

Historians of art education acknowledged the technique of drawing (Efland, 1990; 

Rheeden, 1992; Zimmerman, 1992), and the subject of the human figure (Efland, 1990; 

Zimmerman, 1992) in the beaux arts academy curriculum. Rheeden (1992) indicated the 

possible study of omament and geometry, though he tied this to a public school teacher 

training program affiliated with the academy, rather than with the education of artists. 

What is not described in art education literature is the presence and study of sculpture in the 

academy, or the subject areas revealed by the phenomenological inventory of the beaux arts 

sculptures. Historians of art education emphasized and described three, sequentially-

progressive phases in their defining of the academy curriculum: students (a) copied (drew 

from) masters' drawings, (b) drew from plaster casts, and (c) drew from life, i.e., from 

nude human models (Efland, 1990; Zimmerman, 1992). It was the author's contention that 

this course of instmction was insufficient in and of itself, cmd therefore inadequate in 

preparing sculptors to do the kinds of sculptures that exist by the thousands in the westem 

world. 

A second problem found in art education literature was the predominant negativity 

regarding the effectiveness of the academy. Instmction was described as "academic and 

arid" (Pearse, 1992, p. 85), an "endless study of geometrical elements" (Rheeden, 1992, 

p. 54), that "produced huge numbers of mediocre artists" (Pohjakallio, 1992, p. 90). 

Zimmerman reports that the academy was "referred to as a backward institution," it was 

inadequate, a "rigid system that produced mechanical and stylized art work" (1992, p. 

246). What is indicated in these descriptions is an art education program that was 

woefully incompetent and ineffectual in imparting any degree of artistic skill. Establishing 

the level of quality of the 15 sculpture artifacts here analyzed, is beyond the scope of this 

research. But it can be maintained as a pedestrian observation, that these sculptures could 

not come out of an educational system as incapable as the above descriptions indicate. The 

15 beaux arts sculpture £u-tifacts argue a contrary perception; their very ubiquity implies a 

sophisticated educational system. An art education system as ineffectual as descnbed in art 

education literature could not imbue so many artists with the level of skill to produce these 

15 sculptures, nor the thousands of others they represent worldwide. 
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The beaux arts sculpture phenomenological inventory indicated special domains of 

knowledge in subject areas not mentioned in art education literature. These include: period 

costume that was culture specific, feline anatomy, bird anatomy, omament that was culture 

and period specific, flora, and fanuliarity with architectural forms. The author maintained 

that these subject areas also had to be a part of the beaux arts academy curriculum. Figure 

18 delineates the two curricula, one coming from art education literature, the other 

illuminated through the sculpture artifact subject analysis. A third, hypothesized 

curriculum is represented between the two as a more accurate, probable curriculum. It is a 

combination of both curricula, containing elements of each. The discrepancy between these 

two curricula, cmd the search for the third curriculum, formed the basis of this research, 

and the content of the sculptors survey questionnaire. Based on the comparison of art 

education literature and beaux arts sculpture artifacts, the author concluded that the beaux 

arts academy curriculum must have been larger and more replete than described in art 

education literature, hypothesizing a more accurate beaux arts curriculum in the merging of 

the two. 

Section III: Survey Interview Questions 

To test the above hypothesis, the author developed a questionnaire and administered it 

to six sculptors educated under the beaux arts academy system (see Appendices G and H). 

The interview questions were developed from the atx)ve beaux arts sculpture 

phenomenological inventory. The major subject categories-lions, equestrian figures, 

historical themes, angels, and architectural embellishment served as the primary content of 

the interview questionnaire. Questions also derived from descriptions of the academy 

found in the literature review, specifically issues of negative or positive perceptions of the 

beaux arts academies. The negative remarks recorded in those histories of art education 

that specifically referred to the academy system were included in the questionnaire. 

The questions were grouped into three categories. The first category consisted of five 

questions that established the identifying baseline data of the interviewed sculptors. This 

included the common subject matter of their work, the clientele for which it is intended, and 

the source and duration of their formal artistic education. Category II consisted of nine 

groups of questions derived from the analysis of the 15 beaux arts sculpture artifacts. The 

five categories of literal features identified in the foregoing phenomenological inventory of 

beaux arts sculpture formed the basis of this second category of questions. The artistic 

education necessary to execute these sculptural features comprised the content of the 

questions. These questions specifically addressed subject content studied at the academy as 
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experienced by the sculpture students. This included: (a) sculpting as a method of art 

making; (b) study of the human figure, nude, draped, and in costume; and study of (c) 

architectural embellishment, (d) flora, (e) lions, (f) horses, and (g) birds or parts of birds. 

Category III questions emerged from the negative bias reported by the historians of art 

education. The nine questions asked the interview subjects if their experience at the 

academy agreed with these reports. Specific quotes were read to the sculptors, and their 

assent or disagreement with such was recorded. 

Conclusion to Chapter IV 

In Chapter II, under Research Design, the author outiined the four phases through 

which this study progressed (see Figure 1, p. 12). This concludes Phase II, the primary 

purpose of which was to identify those physical characteristics that (a) imply a larger beaux 

arts curriculum than described in art education literature, and (b) give specific direction and 

substance to the survey questions that were then administered to surviving beaux arts 

sculpture students. This was accomplished through the subject analysis of 15 beaux arts 

sculptures which yielded the above innumerated sculptural characteristics. The results of 

the sculpture subject analysis comprise an Implied Beaux Arts Curriculum. 

When the results of the sculpture subject analysis are compared with the preceding 

history of art education literature review (see Figure 18), two conclusions were reached. 

The first conclusion was that the academy, as it was perceived and presented by historians 

of art education, could not account for the sculpture that was produced by the thousands 

across continents and centuries. The primary definition of the academy curriculum, 

presented by historians of art education, was that of drawing as the technique, and the 

human figure as the subject (Efland, 1990; Zimmerman, 1992). No mention of sculpture 

instmction was given. Nor was there any way of accounting for the involved subject 

matter of beaux arts sculpture and the core knowledge it demands; one cannot sculpt 

equestrian monuments or recumbent lions without knowledge specific to these subjects, 

particularly not with the mastery necessary to maintain them as prominent public 

sculptures. 

The second concem resulting from a comparison of the sculpture artifacts with the 

description of the academy given by historians of art education is the accuracy of that 

description, and its veracity and value as historical information. Scholars of nineteenth-

century art and the academy (Pevsner, 1973; Rheims, 1977; Read, 1982; Janson, 1985; 

Boime, 1986; Adams, 1990; Weinberg, 1991; Piper; 1994) have maintained that sculptors 

in the nineteenth and early part of the twentieth centuries received their education at the 
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beaux arts academies. The author maintains that if the academy was where the sculptors 

received the instmction necessary to make the sculpture typified by the these 15 examples, 

then the perception and presentation of the academy by historians of art education is 

incomplete, smd thus inaccurate and incorrect. The 15 sculptures, chosen for their 

commonality, are at odds with the historians of art education enumerated in the literature 

review in that the description of the beaux arts academy curriculum is confined to drawing; 

no reference to a sculpture curriculum is given. 

The author's hypothesis was grounded in a comparison of the sculpture artifacts 

produced by students of the academy from the nineteenth and esu l̂y-twentieth centuries with 

the definition of the academy provided by the historians of art education referenced by the 

major art education institutions in the United States. The beaux arts academy curriculum 

must have been more comprehensive than reported in the history of art education. To 

confirm or refute this hypothesis, surviving students of the beaux arts academy were 

interviewed. 
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CHAPTER V 

SURVEY INTERVIEWS 

Introduction 

To test whether the beaux arts sculpture curriculum was more comprehensive than 

described by historians of art education, the author developed a questionnaire and 

administered it to sculptors educated under the beaux arts academy system. The six 

interviews were conducted by phone in April 1998. This chapter presents the summarized 

results of the interviews. The actual interviews themselves are provided in their entirety in 

Appendices G and H. Appendix G provides the baseline data identifying each of the six 

sculptors. In respect to the confidentiality of the individual interviewees, the interviews in 

Appendix H are presented in an anonymous format, labeled Subject I, Subject II, etc. This 

chapter presents Phase III of the research design (see Figure 1, p. 12), and generates an 

Experienced Beaux Arts Curriculum which will be compared and contrasted with the 

Perceived Beaux Arts Curriculum of art education, and the Implied Beaux Arts Curriculum 

of the sculpture artifacts. 

Survey Interview Results 

The survey interview results are divided into three major parts, corresponding to the 

three sections of the interview questionnaire: (a) baseline subject data, (b) content of the 

beaux arts curriculum, and (c) sculptors' responses to negative bias. The interview 

questionnaire responses were analyzed (a) for frequency of experience using quantitative 

measurements of centred tendency and variability, and (b) for emergent content using 

qualitative methods of coding, sorting, and pattem seeking. The second category of 

questions, the subject content of the beaux arts curriculum, was the largest, and for this 

research the most important. It is subdivided by these two main research aucilysis 

methodologies. Part I, the first subsection, presents the results of the statistical analysis of 

the Likert scale responses. The second subsection. Part II, interprets the key pattems that 

emerged from the analysis of the subjects' open-ended responses. Prior to the delineation 

of questionnaire results, the baseline subject data provides the context to support the 

analysis. Through this process, a new and heretofore undocumented evaluation of the 

beaux arts academy system was provided by six people who actucilly experienced it first

hand. This is primary source documentation. 
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Baseline Subject Data 

All of the sculptors interviewed have led lives as professional sculptors, and achieved 

notoriety within the field of figurative sculpture. All are known to the National Sculpture 

Society, which maintains a dossier on each. Two have achieved renown as figurative 

sculpture instmctors in the USA through the foundation of their own academies; Fmdakis 

for his Fmdakis Academy of the Fine Arts in Philadelphia, Pennsylvanisi, and Laci de 

Gerenday as co-founder of the Lyme Academy of Fine Arts in Old Lyme, Connecticut 

The beaux arts academies attended by the interviewees are listed below. All but one of 

the sculptors interviewed attended more than one of the academies. 

1. The Beaux Arts Institute of Design, New York City—Fmdakis, de Gerenday. 

2. The National Aoidemy of Design, New York City—Weinman, de Gerenday. 

3. The Pennsylvania Academy of Fine Arts, Philadelphia—Hancock, Fmdakis, Parks. 

4. American Academy in Rome, Italy—Hancock and Fmdakis had been recipients of 

travel prizes enabling them to study at the American Academy in Rome. 

5. Accademia di Belle Arti, Florence, Italy—Torrini. 

The interviewees were bom between the years of 1901 and 1923, and at the time of the 

interviews in 1998, ranged in age from 75 to 97 years. They attended the above academies 

between the years of 1915 and 1952. 

One further institution that was mentioned was the Greenwich Workshop. The author 

elected not to include it in this assessment of the beaux arts curricula because it was 

intended as a school of industrial art for young people, founded by the New York board of 

education. Because of its specific attention to education of the young and its affiliation with 

public schools, the author considered it more the realm of vocational, public education than 

the academy system. As with many of the early public school art programs, its curriculum 

may have derived from the larger beaux arts academy system, and as such merits further 

study. 

Content of the Beaux Arts Curriculum, 
Part I: Statistical Results 

As outiined in Chapter II, descriptive statistics were employed in this final Phase IV of 

the study to provide a clear and simplified index of the research results. Quantitative 

analysis was used to determine two basic things: (a) how much participation there was in 

each of the 18 academy subjects delineated in the questionnaire, and (b) the degree of 

agreement amongst the six interviewees regarding that participation. To this end a measure 

of central tendency, the mean, was used to show how much participation there was by the 
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six sculptors. Higher numbers indicated greater participation, lower numbers indicated less 

participation. Calculating the standard deviation indicated the level of agreement amongst 

the six sculptors regarding the study of each academy subject. In this case, lower numbers 

indicated a greater degree of agreement, higher numbers less agreement. The quantitative 

reduction of sculptor responses served the purpose of gaining a quick and simple overview 

of six experiences of the beaux arts academy. 

Nine categories of questions were established: Academy, Nude, Draped, Costume, 

Architectural CDmament, Flora, Lions, Horses, and Birds. These nine categories 

corresponded to the sicademy content indicated by the beaux 2uts sculpture analysis in 

Chapter IV. These nine categories were further divided by Drawing and Sculpting, 

indicated respectively in Table 1 by a D and an S, for a total of 18 questions. For each of 

the nine curricular categories, the sculptors were first asked how often they drew X at the 

academy, and then how often they sculpted X at the academy. Comparing the numeric 

result, commonly called the score, of one category with another indicated which subject 

was studied, or activity pursued, more often at the academy. For example, the mean score 

of 6.3 for drawing at the academy, compared with the mean score of 7 for sculpting at the 

academy, indicated that overall, sculptors spent a bit more time sculpting at the academy 

than they did drawing. The standard deviations for these two categories, both less than 

one, indicate that the sculptors were all in close agreement about this fact 

By looking at both the Cumulative Total and the Mean of each of the 18 responses, a 

clear indication is given of how often each subject was studied in the academy. The highest 

possible score for the Cumulative Total was 42, the lowest was 6. For example, a score of 

42 indicated that all interviewees had "Always" sculpted at the academy; a score of 6 

indicated that all interviewees had "Never" drawn or sculpted birds at the academy. The 

highest score possible for the mean was a 7, indicating that all sculptors had "Always" 

participated in X. Conversely, the lowest possible score for the mean was a 1, indicating 

that all sculptors had "Never" participated in X. 

The standard deviation is a stable measure that describes the dispersion of scores 

relative to the mean (Pagano, 1994). One standard deviation on either side of the mean is 

representative of approximately two thirds of the sample population. The lower the 

standard deviation the greater agreement in the population scores; the higher, the less 

agreement. When the mean is an extreme score of 7 or 1, indicative of perfect agreement, 

the standard deviation must be 0. Specific to this research, standard deviation scores 

below 1 indicate a close agreement amongst the six sculptors regarding the study of X at 

the academy. Standard deviation scores above 1 indicate less agreement regarding the 
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study of X. 

Table 1 provides the individual score for each interviewee for all 18 "How often ..." 

questions. The cumulative total, mean, and standard deviation numbers for each of tiie 18 

questions is listed along the bottom. 

Four major curricular implications are evident from this analysis of the sculptors' 

responses. First, both drawing and sculpting were a part of the beaux arts acjidemy 

system. Sculptors sculpted at least as much as they drew at the academy. The mean scores 

for D and S at the 'Academy', and for D and S the 'Nude' figure indicate that the 

interviewees sculpted slightiy more than they drew. All six sculptors maintained that they 

"Always" sculpted at the Academy. Only four or the six said that they "Always" drew at 

the Academy; the remaining two respxjnded that they "Often" drew. A second major feature 

indicated by the descriptive statistics was that the nude human figure was drawn and 

sculpted more than any other subject The mean scores are higher for the nude figure than 

for any of the other seven subjects. Third, the draped human figure and architectural 

orncunent were drawn and sculpted only rarely. Finally, costume, flora, lions, horses, and 

birds were never drawn or sculpted at all in the academy. 

A minor point, evident in the analysis of data was that, across all nine categories, there 

was greater agreement among the six sculptors regarding the sculpting curriculum than the 

drawing curriculum. The stcmdard deviation Wcis lower for sculpture than drawing across 

all nine categories. To state it differently, the interviewees agreed less about how often X 

was drawn than how often X was sculpted. 

The Likert scale questions of frequency asked "How often X was studied at the 

academy." The next section, the results of qualitative analysis of emergent content, 

revealed that the academy expected much study to occur outside of its immediate precincts. 

Taken alone, the above statistical results provide a skewed and inaccurate rendering of the 

academy system. A more accurate understanding of the beaux arts academy curriculum has 

been achieved through the coupling of the statistical results with those provided by the 

sculptors' elaborations and answers to the open-ended questions. Their responses are 

described in the following subsection using qualitative methodology. 

Content of the Beaux Arts Curriculum 
Part II: Content Analysis of Open-Ended Responses 

The analysis of the open ended research results is divided into the two categories of the 

interview questionnaire: (a) the curriculum subjects of the beaux arts academy, and (b) the 

interviewees' responses to negative commentary reported in the history of art education 
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literature. Open-ended responses described the curriculum of five beaux arts academies as 

experienced by the interviewed sculpture students. Attitudinal responses were triggered by 

asking the interviewees if they agreed with the negative commentary about the beaux arts 

academy, made by historians of art education, as identified in the literature surveyed in this 

study. 

Quotes taken from the sculptors' interviews were listed by interviewee code, i.e.. 

Subject I, Subject II, etc. The complete interviews are provided in Appendices E and F. 

Experienced Beaux Arts Curriculum 

All sculptors interviewed had both drawn cmd sculpted at the beaux arts academies. 

For sculpture students, sculpting dominated the curriculum, although drawing was also a 

part of their study. Subjects I and III indicated that after the first one or two years at the 

academy drawing was not practiced much. Subject III further indicated that drawing was 

"twice a week", whereas sculpting was "all day, every day" (personal communication, 

April 27, 1998). Subjects I and III attended their academies nine years and six years 

respectively. One may Eissume the same relationship existed for painting as well; this was 

implied by Subjects I, II, III, and VI through the fact that they listed painting, along with 

sculpture and architecture as one of the major art disciplines studied at the academies. 

Though drawing was a part of the beaux arts academy experience, it was implied that it 

served primarily as an introduction; students then went on to concentrate in their various 

disciplines. Other artistic disciplines besides sculpture were also taught at the academy: 

Subjects I, II, III, and IV indicated the presence of Painting and Architecture; Subjects I 

cmd II mentioned Landscape Architecture. According to Subject I, Music was a part of the 

curriculum at the American Academy in Rome. 

According to Subjects I, III, and IV, the presence of Architecture and Landscape 

Architecture in the beaux arts curriculum was connected to the various competitions that 

paired students of sculpture, painting, and architecture together. The annual Prix de Rome 

competition involved the collaboration of the above innumerated disciplines in the 

development of a major project. The competitions are dealt with in greater detail below. 

Others academies, besides the ones attended, were mentioned by Subjects II and VI. 

This is relevant because of the context in which it was used and will be described further in 

the section titied Division of the Academies. Two of the six sculptors interviewed 

(Subjects II, and VI) were familiar with the academies attended by other of the interviewed 

sculptors, and were able to speak knowledgeably about them, though they never personally 
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attended. The academies that the interviewees referenced, yet had not attended, are Usted 

below with the code identifying the interviewees who spoke of them. 

1. Art Students League, New York City 
Subject VI; 

2. Traphagen, New York City 
Subject II; 

3. Cooper Union, New York City 
Subject II, Subject VI; 

4. Pratt Institute, New York City 
Subject II, Subject VI; 

5. Beaux Arts Institute of Design, New York City 
Subject II. 

One of the most important academies was the Beaux Arts Institute of Design in New 

York City. Subjects I and VI attended, and Subject II spoke of it Its import derived from 

its role as organizer and facilitator of the annual competition, the Prix de Rome, participated 

in "by all academies and schools in the United States" (Subject I, person2Ll communication, 

April 23, 1998). In support of this, the Beaux Arts Institute offered five courses of study: 

(a) Architecture, (b) Landscai)e Architecture, (c) Architecturcil Omamentation, also called 

Decoration, (d) Sculpture, and (e) Painting, including Mural Painting (Subjects I and VI). 

Several dominant curricular issues came to light that are more thoroughly described 

below. There existed at least two approaches to sculpture instruction, one was more fine-

art oriented, the other vocational. Subjects I, II, V, and VI differentiated between (a) two 

distinct sculpture curricula, and (b) two distinct groups of sculptors. The avciilability of 

learning resources outside of the classroom, and the expectation that students would utilize 

them was emphasized by Subjects I, II, V, and VI. The design of the academy system 

required students to be self-motivated, to form their own curricula cU*ound their own 

interests and utilize the available resources to that end. The academy encouraged the 

maturity of independent, self-sustaining artists from its students, who were expected to 

seek out knowledge and learning experiences on their own. According to Subjects I, III, 

IV, and VI, semester competitions and the annual competition for the Prix de Rome were 

major driving forces not only in the motivation of the students but also in their exposure to 

the sister disciplines of architecture, landscape architecture, and painting, which were also 

part of the academy. Lastiy, the presence and expertise of the instructor had much to do 

with the growtii of the student, and the subject matter under study. 
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Division of Academies: Fine Art and Applied Art 

Based on the interview results, there were two approaches taken to sculpture 

instruction by the various academies: that of "fine art" (Subject VI, personal 

communication, April 30,1998) instruction ~ art for art's sake; and that of "vocational" 

(Subjects II 2md VI, personal communication, April 21, and April 30, 1998) art instruction 

— omamental, decorative art. As described by Subjects I, II, and VI, the beaux arts 

academies can be divided into three camps: (a) those that provided fine art instmction, (b) 

those that provided vocational art instmction, and (c) those that offered both types of 

instmction. The title of the academy does not necessarily reflect which approach was 

provided; for example the Beaux Arts (French for Fine Arts) Institute of Design provided 

education for both fine art and vocational art. The fine art academies provided sculpture 

instmction that focused almost exclusively on the live, nude, human figure. According to 

all of the sculptors interviewed, the student interested in animals was expected to consult 

specific "adjunct" (Subject I, personal communication, April 23,1998) sources outside of 

the academy such as the zoo, anatomy books, natund history museums, and study with 

sculptors who had specialized in animals. The vocational art academy had a broader, 

"more practical" (Subject II, personal communication, April 21,1998) curriculum that, in 

addition to the human figure, also provided instmction in specific subject areas such as 

geometry, flora, animal forms, and architectural omament In the words of Subject II and I 

respectively, the vocational art instmction prepared the "students for the paid professions, 

working with architects" (personal communication, April 21, 1998), and "going into 

architectural shops, as professional omamental sculptors" (personal communication, April 

23, 1998). 

Subjects I, II, V, and VI differentiated between the fine art education emphasized at the 

Pennsylvania Academy of Fine Arts and the American Academy in Rome, and the more 

vocationally-oriented education emphasized at the Beaux Arts Institute of Design. Other 

schools cited, though not attended, for their broader, vocational approach were Cooper 

Union, Pratt Institute, and Traphagen. Subject VI (personal communication, April 30, 

1998) divided the most pronunent academies into the following three categories. 

1. "Fine Art Schools" 
Pennsylvania Academy of Fine Arts, 
National Academy of Design, 
Art Students League. 

2. "Design Schools" 
Traphagen, 
Cooper Union, 
Pratt School of Design. 
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3. Combination of Both 
Beaux Arts Institute of Design. 

Subject II supported this division; when 2isked about sculpting the human figure in 

costume or armor, he replied that "Traphagen and Cooper Union had a more practical 

approach, preparing students for the paid professions, working with architects. They 

prepared the students better for that type of thing" (personal communication, April 21, 

1998). In discussing the sculpting of sirchitectural omament. Subject II later stated that 

"Peter Cooper Union, Pratt Institute, and the Beaux Arts Institute were focused on 

vocational training and student placement Their classes were more planned out and 

practically oriented" (personal communication, April 21,1998). Subject I also supports 

this division by describing his experiences at the Beaux Arts Institute of Design, and the 

Pennsylvania Academy of Fine Arts. 

Subject V, though not citing specific academies, also made the distinction between 

"academies" and "trade schools," and respectively "sculptors" and "craftsmen" (personal 

communication, April 28, 1998). The same four sculptors. Subjects I, II, V, smd VI also 

evinced, to varying degrees, a bias against vocational art instmction, which indicates a 

strong ideological, social, and economic difference beyond the specific curriculum. In 

response to the author's question regarding leaming to sculpt eagles or cemetery angels. 

Subject V emphatically replied, "The academy was not a trade school!" (personal 

communication, April 28, 1998). He had earlier replied to the question of leaming to 

sculpt flora: "This is trade stuff, things that the craftsmen were taught, not the sculptors" 

(personal communication, April 28,1998). Referring to the architectural omamentation 

such as Capitols and acanthus leaves taught at the Beaux Arts Institute, Subject I confided 

that "We called it cabbage art" (personal communication, April 23, 1998). Subjects V and 

VI's statements indicated a prejudice against the vocational education of architectural 

sculptors. 

From the interviewee responses emerged two different sculpture curricula, one fine-

arts based, the other more practical and vocationally-oriented. From this division of 

instmctional curricula of the beaux arts academies emerges two classes of sculptors: 

"Sculptors" cmd "Modelers." Figure 19 illustrates these two curricular approaches. 

Distinction Between Sculptors and Modelers 

Subjects I, II, V, and VI made a distinction between two types or classes of sculptors: 

(a) the "sculptors," of which they were examples, and (b) the "modelers," who were also 

known as "decorators," "craftsmen," "omamental sculptors," and "architectural sculptors." 
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The term modeler refers to the architectural sculptor's facility at "modeling" or shaping with 

clay. This distinction appears to be a major factor accounting for the differences in the 

design and stmcture of the beaux arts academy curricula. Though not specifically stated, it 

was implied by Subjects I, II, and VI that the modelers received their education at the 

vocationally oriented academies such as Cooper Union, Traphagen, Pratt School of 

Design, and the Beaux Arts Institute. These academies provided a broader range of study 

that, in addition to the human figure, included costume, floral work, and animal and 

architectural forms. When asked about sculpting flora such as roses, poppies, lilies. 

Subject II responded, "the modelers received this training" (persoucil communication, April 

21,1998). Subject I indicated that modelers also had their own design competitions, 

analogous to the sculptors' competitions. According to Subjects I and II, the modelers 

were employed in the omamental, "modeling," or "architectural shops" that produced the 

decorative sculpture common to buildings from the mid-nineteenth to the early-twentieth 

century (personal communication, April 23 & April 21,1998). The modelers worked 

closely with the architects, translating their ideas for caryatids, winged victories, eagles, 

and recumbent lions into stone and bronze sculptures that were applied to, and decorated 

the buildings. According to Subject II, "They did the designs of the architects and for this 

reason were not considered real artists. We were young and arrogant, and tended to think 

of them as 'hacks'. We thought of them £is 'slobs', and they thought of us as 'snobs" 

(personal communication, April 21,1998). Evincing a bias against the architectural 

sculptors. Subject VI echoes the above sentiments, "Sculptors looked down on the 

decorators as technicians; they had no imagination, they simply executed what the architect 

designed" (personal communication, April 30, 1998). Employed in the modeling shops, 

the architectural sculptors worked a regular work week, received steady wages, and were 

unionized (Subject II, personal communication, April 21,1998). In contrast, the sculptors 

were self employed, relying upon commissions to support themselves and their families. 

At least in their own thinking, the sculptors did their own designs, although this could be 

argaed as more a statement of attitude than reality. A commission for a state senator, 

dressed in a three-piece suit, holding some papers representing a legislative bill, hardly 

ranks as the paragon of creative potential; five of the six sculptors interviewed are known 

for this kind of portraiture (Reynolds, 1993). An additional perception attached to this 

separation of the two classes of sculptors is that the sculptors worked at a "profession," 

whereas the modelers worked at a "trade" (Subject 11, personal communication, April 21, 

1998). 
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This division of sculptors and their instmction is summarized in Figure 19. The 

perceptions of the two groups of sculptors, their professional practices, the orientation of 

the various academies, and the curricular ingredients of each is delineated. 

Resources 

Based on the interview analysis, the Pennsylvania Academy of Fine Arts, the National 

Academy of Design, the American Academy in Rome, and the Accademia di Belli Arti 

provided primarily nude figure study to its students. Other subjects common to reahst 

sculpture of that time, such as period clothing, horses, lions, and eagles, were not normally 

taught in the fine art academy classroom. However students were "expected" to gain this 

knowledge through their own initiative, and the resources were provided, organized, or 

arranged by the academies to this end. The word "expected" was used a total of six times, 

by Subjects I, II, V, and VI, in discussing the utilization of these resources by the students. 

"The academy expected you to be independent, to be self motivated, and do your own 

research, and use the resources that were available" (Subject III, personal communication, 

April 27,1998). The cicademy "expected" students to consult a variety of different sources 

in lecuning the various subjects, common to sculpture at that time, that were not taught as 

part of the humem figure curriculum. "There were resources in the city and at the academy 

that were available for the students" (Subject III, personal communication, April 27,1998). 

Subject VI innumerated museums, galleries, libraries, plaster casts, zoos, and professional 

sculptors, adding, "These were the resources we were expected to use. . . If the student 

was to participate he or she must make use of these outside resources" (personal 

communication, April 30,1998). Beaux arts academy learning resources were described 

by the interviewees according to two distinct categories: those directly within the precinct of 

the academy, and those outside of or beyond the academy. 

1. Academy Provided 
Evening Lectures, 
Librsuy, 
Plaster Casts, 
Instmctor Experience and Expertise, 
Collaborative Competitions, 
Chester Springs Summer School. 

2. Beyond the Academy 
City Museum of Natural History, 
City Zoo, 
City Art Museum and Galleries, 
Public Art - Monuments, Decoration, etc., 
Professional Sculptors and their Ateliers. 
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These resources are covered in detail below. A number of the resources are described 

together under the heading of Resources for Animal Sculpture because it was in reference 

to animals that they emerged during the interview process. 

The beaux arts academy relied on student self-motivation to utilize the many available 

"extracurricular" resources, to draw, sculpt, research, and study beyond class hours. 

When repeatedly asked how he was expected to leam various topics not covered by the 

academy sculpture curriculum. Subject VI used the word "research" six times in 

answering. This he emphasized on another occasion by responding "By study, study, 

study" (personal communication, April 30, 1998). Subjects I, II, and VI maintained that 

this kind of training, which required students to go out on their own and utilize independent 

knowledge bases, was preparation for life as a professional commission sculptor. In the 

words of Subject VI, "The academy saw this kind of independent leaming as preparation 

for our life as professional sculptors when we would reeilly be on our own" (personal 

communication, April 30, 1998). This student independence and self reliance is discussed 

in greater detail later in this chapter. 

Evening Lectures 

Both Subject I and III describe lecture-style evening courses in Art History, 

Perspective Drawing, and Anatomy offered at the Philadelphia Academy of Fine Arts. 

Subject I added Lettering and Dynamic Symmetry (presumably a design or composition 

class) to the list. He relates that these courses were after the regular clsisses, once a week, 

and lasted about one hour each. Homework was provided, but the student was free to do it 

or not. Subject I maintained that "the classes were to prepare you to be a professional 

sculptor" (personal communication, April 23,1998). 

Library 

Subject III stated that "the academy had a fine library, a wonderful collection of plaster 

casts, and the museum collection of the University of Pennsylvania was there as well" 

(personal communication, April 27, 1998). In listing six resources the students were 

"expected to use," Subject VI includes "libraries" (personal communication, April 30, 

1998). Subjects II, IV, and VI also referred to "reading" and "books" as sources of 

information; this is discussed below under Animal Sculpture. 
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Plaster Casts 

A dominant part of academy study depended on the availability of exemplary 

sculpture, works by the Greek and Italian Renaissance masters. This was achieved by 

taking molds from the original sculptures, such as Michelangelo's David, and making 

plaster reproductions called "plaster casts." The understanding of antique or classical forms 

was enhanced by collections of plaster casts made directly from the original. According to 

Subject I, plaster casts of classical sculptures were common to both art museums and 

academies (personal communication, April 23,1998). Whether the casts were of figurative 

sculptures or architectural omament was not specified; both were common. Plaster casts 

were used as subjects for both drawing and sculpture. Subjects I, II, and III indicated that 

the first drawing course at the academy was "Antique" drawing, which consisted of 

drawing from or copying plaster casts. Plaster casts afforded students the opportunity to 

study exemplary sculpture firsthand; Subject II stated, "the academy had a wonderful 

collection of casts. You could get your modeling stand and go down and study them; that's 

what they were there for" (personal communication, April 21, 1998). In terms of form, the 

presence of a pl2ister cast was equivalent to owning the actual piece. With the casts the 

student would be able to run his or her hand over the surface of a Michelangelo sculpture 

and experience its contours. 

Collaborative Competition 

After listing several resources. Subject VI explained that "this was the purpose of the 

big competitions with their prizes. If the student was to participate he or she must make 

use of these outside resources" (personal communication, April 30, 1998). The student 

competition was a fundamental practice of the beaux arts academy system. But speaking of 

his academy experience from 1946 to 1952, Subject III explained: 

The collaborative problem with an architect, with a large travel prize attached 
was . . . dying out. Architects weren't using sculpture as much any more, and 
there wasn't a need for this kind of competition where all of the arts worked 
together on a problem. It used to be an important part of every semester, 
(personal communication, April 27,1998) 

Subjects I, III, IV, V, and VI mentioned the "competition," also called a "collaborative 

problem," a "design problem," the "architectural competitions," the "Beaux Arts Program," 

and a "major problem," a total of nine times. After its foundation in 1916, the Beaux Arts 

Institute of Design was responsible for developing "the program (competition) and project 

that all academies and schools in the United States competed in" (Subject 1, personal 

communication, April 23, 1998). The competition was optional. It came with a prize that 
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included travel money. The work for the competition was done outside of class. And it 

brought architecture, sculpture, painting, and landscape architecture students together to 

collaborate. Subject II explains: 

The competition project focused on all these designs, the keystone heads, etc. 
It was a competition between all of the academies in America. Students could 
work on it or not, but there were prizes and those that did could of course win 
the prizes. They awarded a 1st, 2nd, and 3rd prize. 1st prize was three years 
study money in Rome or P^s - the Prix de Rome. You had 4 to 6 weeks to 
complete the project. It was done outside of class. We would have smaller 
competitions during the year. The purpose of the competition was to 
practiccilly teach students the commission process, to seek out and leam the 
things you needed to know on your own. Students of architecture, sculpture, 
mural painting, and landscape architecture collaborated together. The 
instructors were there to help you, they would make suggestions and give 
criticism along the way. The final presentation was a full rendering with 
watercolors and maquettes. 

Subjects I and IV had both been Prix de Rome winners, and attended the American 

Academy in Rome. It was one of the two prize locations that first place winner could 

attend, the other being Paris. So foundational was the collaborative competition that it was 

also practiced at the Rome academy; Subject IV describes: 

The American Academy in Rome was intended to train sculptor and architects 
to work together. There was a major problem assigned each year demanding 
that architects, sculptors, and painters work together on it It was a fictional 
assignment, but very detailed, a war memorial say. This was done outside of 
class. At the end of the year all of the projects were brought in and critiqued. 
The one judged best by the committee won the prize, (personal 
communication, April 24,1998) 

Subject I adds that "there were also competitions for omamental modelers" (personal 

communication, April 23, 1998). 

Clearly competition was an important didactic and motivational device used by the 

beaux arts academy; as such it involved both major competitions, and minor ones. 

Describing a summer study course. Subject 1 mentions that at "the end of the summer was a 

competition—the best of whatever was done that summer" (personal communication, April 

23, 1998). 

Resources Connected with Animal Sculpture 

During the course of the interview, the availability of resources often emerged in 

conjunction with leaming to sculpt animals. Eight different resources were cited by 

interviewees that allowed students to study and leam the form and anatomy of animals such 

as lions, horses, and birds. The eight resources were: equestrian monuments, live animals 
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in the country, books, a special summer studio, natural history museums, specialist 

sculptors, zoos, and instmctors. References to resources were often limited to single and 

unelaborated phrases, as with the study of horses in the country. Other resources such as 

the summer studio or the zoo were described by the interviewees in greater detail. 

When asked about leaming to sculpt horses. Subject II responded, "I would look at 

books, look at the equestrian monuments around the city, and I would hop a train out to the 

country and look at the real thing" (personal communication, April 21, 1998). Both 

Subjects IV, and VI also spoke of leaming animd anatomy from books; "there were 

wonderful books on animal anatomy" (Subject II, personal communication, April 21, 

1998). 

Animal study was cilso available through the summer program of the Philadelphia 

Academy of Fine Arts. Subjects I, III, and IV spoke of a farm called "Chester Springs," 

referring to it as a "summer studio" and a "summer campus" of the Pennsylvania Academy 

of Fine Arts. With all three interviewees, Chester Springs arose as a response to the 

question of how they leamed to draw or sculpt horses. Subject I also cited it as a means to 

leaming to draw birds; "at the Chester Springs campus you could do it all summer long" 

(personal communication, April 23,1998). He also provided the richest description of the 

summer campus: 

There was an enclosed bam where students could set up their stands, and 
sculpt or draw or paint while the animal wandered around or grazed. They had 
horses, goats, a donkey, sheep, geese, ducks, and dogs. The instmctor was a 
renowned animalier. (personal communication, April 23,1998) 

When asked about leaming to sculpt eagles, or angels' wings, Subjects III and IV 

referenced Natural History Museums as a place in which to study. Subject III answered, "I 

went and studied the stuffed birds at the Natural History Museum" (personal 

communication, April 27, 1998). Subject VI also included natural history museums in his 

list of six resources that the students were expected to use (personal communication, April 

30, 1998). 

When asked about leaming to sculpt lions. Subject 1 made brief mention of sculptors 

who had specialized in animals. "These sculptor specialists had leamed from the earlier 

generation of specialist sculptors who had their own atelier classes" (personal 

communication, April 23, 1998). According to Subjects 1,11, 111, V, studying in the studio 

of established sculptors as an apprentice, or attending special atelier classes was a common 

way of gaining sculpture experience and information. Subject 1, when asked about 

leaming the details of clothing and period costume, said that "these things are leamed in the 
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shop of a master sculptor. You hire yourself out to a commission monument sculptor" 

(personal communication, April 23,1998). "The animaliers, those artists who specialized 

in animals, would leam to sculpt animals by studying them at the zoo, and also in the 

studios of older artists. They would apprentice themselves to artists who were proficient, 

or had speciahzed in animals" (Subject II, personal communication, April 21, 1998). 

A major source of animal knowledge for the interviewees was the zoo. Though the 

interviewees had studied in different cities such as New York, Philadelphia, St. Louis, 

Florence and Rome, all six sculptors referred to the zoo as a resource for animal study. 

According to Subjects II and III an "arrangement," or "agreement" existed between the zoo 

and the academy that allowed the art student specieil privileges. "In the zoo office they had 

a small cage, and if you were a serious artist, or from the academy, they would corral the 

animal into this cage and you could draw, or paint, or set up your modeling stand and work 

from the animal" (Subject II, personal communication, April 21,1998). Subject III 

continued, "When the animal sculptures were brought back to class they were critiqued by 

the instmctor. He might show you how to do some detail better" (personal 

communication, April 27, 1998). This leads to the final of the eight resources available to 

those students interested in leaming animals as an artistic topic ~ the instmctor. Subject IV 

states that "the instmctors were proficient in sculpting animals themselves and could assist 

and critique the student work" (personal communication, April 24, 1998). Subject 11 

relates that a specific instmctor " Jennewein, who was an instmctor when I was there, did 

very good eagles. He would give occasional lectures or demonstrations on the stmctural 

anatomy of the bird" (personal communication, April 21, 1998). The availability of the 

instmctor as a leaming resource is described in greater detail below. 

Subject III provided an historic context for the emphasis on horses and other topics in 

the beaux arts curriculum: "This was a transitional time when I was attending [1946-52]. 

The old system was coming to an end. Equestrian monuments and traditional, classical 

themes were no longer needed as they once were. The modemist ideas of direct carving 

were becoming of greater concem" (personal communication, April 27, 1998). 

Instmctor 

The instmctors were an important part of the entire beaux arts academy sculpture 

education; their specicdity, critiques, and their willingness to demonstrate their knowledge 

must also be considered a resource. In the words of Subject 11, "the instmctors were there 

to help you, they would make suggestions and give criticism along the way" (personal 

communication, April 21,1998). "Instmctors were available to help you and give what 
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they could, based on their expertise" (Subject III, personal communication, April 27, 

1998). Speaking of an earlier instmctor at the Philadelphia Academy of Fine Arts, Subject 

I stated that "Thomas Eakins would bring a live horse into the academy for the students to 

work from. He would also lead anatomy dissecting classes on the horse" (personal 

communication, April 23, 1998). The instmctors were known for their expertise and 

would bring their specialization, such as animals, into the academy, and the "students could 

choose the instmctor they wanted to work with" (Subject I, personal communication, April 

23, 1998). 

Emphasis was dependent on the instmctor. Within the basic courses he would 
give special instmction in whatever was special to him; if he was particularly 
good with animals then he would bring some of that into the class. With 
composition, anatomy, drapery it depended on what the instmctor wanted to 
do. (Subject II, personal communication, April 21, 1998) 

Four of the six interviewees cited the instmctor as a source of knowledge and leaming. 

The author tallied four distinct types of didactic input provided by the instmctor: (a) 

critique, (b) assistance, (c) demonstration, and (d) discussion. The interviewees used the 

word "critique" or "criticism" seven times. Subject III noted that, "at the academy you 

would do your own designs and compositions and bring them in to be critiqued by the 

instmctor. A lot of leaming took place in the criticism" (personal communication, April 27, 

1998). Subject I admitted that the critique was "where the student would leam" (personal 

communications, April 23, 1998). Six references were made to "assistance;" altemate 

terms included in this category are "help," and "show you how." Subjects II and IV spoke 

of "demonstrations" a total of three times. Subjects I and 111 cited "discussion" cis an 

important leaming place, and Subject I used it in conjunction with "lecture." 

Though not specifically stated, it was implied that each instmctor had his or her own 

way of teaching. Speaking of one instmctor by name. Subject II said that "he had formulas 

for every part of the human figure. The foot had to be just a certain way, the hand, and so 

on" (personal communications, April 21, 1998). 

Monuments and Other Sculpture 

Five of the six sculptors interviewed. Subjects I, II, IV, V, and VI spoke either 

directly or indirectly of using other artists' work as a source of knowledge. This resource 

was found in public monuments, museums, galleries, and artists' ateliers. Books were 

also a source for other artists' works, but having been discussed earlier, are not included in 

this group. In speaking about leaming equine anatomy. Subject II emphasized the practice 

of looking "at the equestrian monuments around the city" (personal communication, April 
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21,1998). The public fomm of civic sculpture presented numerous exsunples of quality 

monuments to be studied by the independent student. Subject V twice spoke of "studying 

other sculptures," stating that "in Italy, great art is all around you" (personal 

communication, April 28,1998). When asked how he was expected to leam drapery. 

Subject VI replied, "through study of master painters and sculptors" (personal 

communication, April 30,1998). Subject IV said that leciming took place through, "study, 

observation and association with great art" (personal communication, April 24, 1998). 

Subject I related that, for the purpose of seeing other artists' work, the students would visit 

the museum and other sculptors' studios (personal communication, April 23, 1998). 

Museum 

The use of the Natural History Museum was described earlier in the chapter 

conceming leaming animal forms. Use of art museums such as the Metropolitan Museum 

in New York, and the museum at the University of Pennsylvania was mentioned by 

Subjects I, II, and III. Subject II twice referred to the Metropolitan Museum; once when 

asked about leaming to sculpt drapery, the second time when speaking about leaming 

armor and period dress. He stated that the student was "expected to go to the Metropolitan 

Museum and study. It had a wonderful collection—swords, armor, wonderful sculpture 

and paintings. And at that time nobody was in there; now you have huge crowds" 

(personal communication, April 21, 1998). According to Subject I, "the Metropolitan had 

an agreement with the academies: a serious student could come and set up a stand and copy 

a work of art" (personal communication, April 23, 1998). 

Student Independence 
Subject I stated that, "Leaming was expected to continue outside of class and after 

formal academy training was finished" (personal communication, April 23,1998). One of 

the dominant ideas to emerge from the beaux arts sculptor interviews was the expectation of 

the academy for its students to be "independent" and "self motivated". Subject III stated: 

"The academy expected you to be independent, to be self motivated, and do your own 

research, and use the resources that were available" (personal communication, April 27, 

1998). Subject IV said, "the academy assumed the student had the ability to find things out 

for oneself" (personal communication, April 24, 1998). When asked about leaming topics 

not covered at the academy. Subject V replied, "We were expected to get it by ourselves" 

(personal communication, April 28,1998). All six sculptors emphasized the independent 

nature of study at the beaux arts academies they attended. The phrases "leam it on your 
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own," "leam it for oneself," "on my own," "fend for oneself," or similar combinations of 

words, were used a total of 16 times. Subject VI admitted, "our learning was self initiated" 

(personal communication, April 30,1998). "The academy was an introduction to 

sculpture. Learning was expected to continue outside of class and after formal academy 

training was finished" (Subject I, personal communication, April 23, 1998). Subject I 

continued: "the entire academy curriculum was self stmctured—students were completely 

free to participate as much or as little as each chose" (personcil communication, April 23, 

1998). "Attendance at the academy was completely up to each individual; you could come 

or not, they didn't take roll" (Subject III, personal communication, April 27, 1998). "At 

the academy, the classes were open" (Subject II, personal communication, April 21,1998); 

students were free to move from one class or discipline to another. According to Subjects I 

and III, sculpture students were free to participate in painting classes if they desired; "you 

just take in your oils and do it" (Subject I, personal communication, April 21, 1998). If a 

particular project was of no interest a student need not come and participate; Subject II 

staled that "if you didn't like a project or model you didn't have to attend, nobody cared" 

(personal communication, April 21, 1998). 

Through its instmctors and lack of attendance requirements, the academy seems to 

have maintained a laissez-faire policy regarding student participation. Subject V stated that 

"the academy didn't care if students came or not" (personal communication, April 28, 

1998). According to Subject II, students could attend any class they wanted because 

"nobody cared" (personal communication, April 21,1998). Subjects 1, III, IV and V 

stated a total of five times that students could participate, come, do, take advantage of "or 

not". As stated earlier, the phrase "leam it on your own," and its derivatives occurred a 

total of 16 times. 

According to Subjects I, III, and VI, one reason for the academies' laissez-faire 

attitude was that academy instmction was preparation for the independent life style of a 

commission sculptor. "It was up to each student to leam what they needed to practice 

sculpture. You weren't going to be spoon fed as a commission sculptor, you were on your 

own. So you had to leam to fend for yourself" (Subject III, personal communication, 

April 27, 1998). Subject VI relates that, "The academy saw this kind of independent 

leaming as preparation for our life as professional sculptors when we would really be on 

our own" (personal communication, April 30,1998). Subject I pointed out that "the 

fundamental drawing curriculum of the academy was thought of as an introduction to the 

field; it is up to the student to enter the field and draw from its many available resources in 

the advancement of his own knowledge" (personal communication, April 23, 1998). 
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A second possible reason for the academies' laissez-faire attitude was the 

understanding that the majority of the students attending would never achieve the status of 

artists. In the words of Subject IV, "it is obvious that only a small percentage of a school 

population is talented and strong willed enough to carry on. The students realized at that 

time that only about 3% would succeed." The academy provided all that the motivated 

student needed to excel, leaving the achievement however to the student's own free choice. 

Sculptors' Responses to Negative Bias 

As was detailed in the conclusion to Chapter III, many of the historians of art 

education indicated a negative bias towards the academy. Whether referring to specific 

academies such as the Hague Academy of Fine Art, or German academies in general, the 

overall picture of the beaux arts academy tended to be negative. Instmction was called 

"academic and arid" (Pearse in Amburgy et al., 1992, p. 85), and "consisted of endless 

study of geometrical elements" (Rheeden in Amburgy et al., 1992, p. 54), all of which 

"produced huge numbers of mediocre artists, who ended up in economic misery" 

(Pohjakallio in Amburgy et al., 1992, p. 90). 

[The Royal Academy] met with criticism for being [a] rigid system that 
produced mechanical and stylized art work... The Academy was referred to 
as a 'backward institution'... As a result of the inadequacies at the Academy . 
. . a number of private cUt studios flourished in which art education is much 
fuller in opportunity and richer in variety than the cut and dried methods of the 
official courses. (Zimmerman, 1992, p. 246) 

Though each quote was addressing a specific academy, country, or region, when 

taken as a whole one finds a rather dismal picture of the academy system in general. 

Couple this with its exclusion from most histories of art education and one is left with a 

poor image of an art education system that lasted 300 years, spanned the globe, and 

produced a substantial number of famous artists. 

Suspecting that the above perception of the academy system may be unfairiy and 

inaccurately skewed toward the negative, the author concluded the survey interview with 

nine questions that addressed the sculptors' own beliefs about the value of the beaux arts 

system, and their response to the negative quotes of the art education historians. The first 

three questions inquired into the sculptors' personal feelings about their academy 

experiences. All six interviewees believed their education at the academy to have been 

"beneficial to their life as an artist," four of them replying simply with expletives such as 

"highly," "definitely," and "absolutely." All went on to explain the various ways in which 
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the curriculum benefitted them as both artists and people. When asked if they enjoyed the 

experience, replies ranged from "very much," and "indeed," to "I reveled in it." 

The remaining six questions asked the interviewees to respond to the negative quotes 

from the art education literature. The answers of all six interviewees countered the negative 

bias, expressing positive experiences and beliefs about the value of the beaux arts academy 

system. Interviewees saw the statements of the art education historians as "unfair and 

unlettered," "exaggerated," and "presumptuous." The sculptors credited the negative 

statements to "ignorance" and snobbery on the part of art educators, "academic prejudice," 

"academic parroting [of] older perceptions," and "dogmatic drivel." The reason for the 

negative bias was insightfully stated by Subject II, and shared by all interviewees, in one 

form or another. 

They [art education historians] are outsiders looking in. They talk about things 
that they have no actual experience and knowledge of. They are guilty of 
academic parroting older perceptions. They have a professional investment in 
their stance. Like any company or institution, their beliefs have to survive. 
(Subject II, personal communication, April 21,1998) 

The answers to the final nine questions provide a different perception of the academy 

than one finds in most literature detailing the history of cUt education. The beaux arts 

academy formed, in mcmy instances, its young student's first contact with the world of art, 

and in some ways acted as a rite of passage as they left home to pursue the professional 

career that would carry them through tiieir life. To be exposed for the first time to the 

grandeur of the Egyptian pyramids, or the Sistine ceiling by Michel2uigelo can be a 

wondrous, quickening experience. Scholars and critics with an iconoclastic, Marxist, or 

Modemist agenda may focus on and see something totally different in the academy than 

was experienced by the people that passed through its doors and embarked on a life-time 

career of artistic production and expression. To be fair and honest, to provide an accurate 

and balanced picture of the academy, the loyal and joyous appreciation of the academy 

should also be a part of any description of it. 

Conclusion 

The major purposes of this fifth chapter was to generate primary source information 

about the beaux arts academy curriculum, and in so doing arrive at an explanation for the 

discemed discrepancy outlined at the beginning of this research. Beaux arts sculpture 

common to tum-of-the-century Europe and the United States could not be accounted for by 

the academy curriculum described in literature used to teach the history of art education. To 

solve this dilemma, the author developed a questionnaire and administered it to surviving 
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sculptors educated under the beaux arts academy system. The actual interviews are 

presented in their entirety in Appendices G and H. 

The results of the survey provided a curricular explanation for the existence of late-

nineteenth and early-twentieth century sculptures of lions, knights on horseback, figures in 

historical dress, angels, and architectural adomment. Both statistical and content analysis 

determined that sculpture was a significant part of the academy curriculum. After the first 

year, drawing became a minor part of academy practice; the majority of the student's time 

was spent sculpting. Nor was the human figure the only subject studied. Content analysis 

revealed that two sculpture curricula were extant within the beaux cuts system: fine art for 

sculptors, and decorative art for modelers. The modelers' curriculum provided specific 

instmction in architectural omament, flora, animals, and costume, in addition to the human 

figure. Statistical analysis determined that the human figure dominated the academy study 

for the fine arts sculptors. Content analysis however revealed that considerable provisions 

were made for students to also gain the knowledge necessary to create sculptures of lions, 

horses, and other subjects common to sculpture at that time. Special arrangements between 

the academy and art museums, zoos, and natural history museums granted students access 

to knowledge bases beyond the nude human figure. Books, instmctors and professional 

sculptors with expertise in specialized subjects matter, summer camps focused on animals, 

and numerous public monuments all were resources that the academy expected students to 

utilize. The student's use of these resources was predicated on the academy idea that such 

self-motivated seeking of knowledge was also preparation for the life of an independent 

commission artist. The emergence of information indicating two groups of sculptors, and 

two sculpture curricula further explains the diversity of subject matter common to public 

sculpture at the tum of the century. 

The emergence of the above information indicated two inaccuracies in literature used to 

teach the history of art education: (a) the beaux arts academy curriculum was more complex 

and inclusive than described, and (b) it was not perceived completely in the negative. 

Figure 20 illustrates the two contrasting perceptions of the beaux arts academy curriculum 

revealed by the review of art; education literature and the survey interview analysis. The 

academy curriculum recorded by historians of art education consisted exclusively of 

drawing exercises. According to the primary source testimony of sculptors who 

experienced the beaux arts academy in the first half of the twentieth century, the curriculum 

was significantly more complex and comprehensive than that. The actual academy 

curriculum exceeded art education description in three areas: (a) the significant presence of 

sculpture (as well as painting and architecture); (b) study of more than just the human 
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figure; and (c) perceptions that viewed the academy as valuable and beneficial. Sculpture 

instmction wcis provided, and after the initial year, superseded drawing as the dominant 

media of studio production. The presence of sculpture was so substantial in the beaux arts 

academy that there actually existed two different sculpture curricula, one for fine art 

sculptors and the other for decorative art modelers. The nude human figure was not the 

only subject studied. In the fine art sculpture curriculum it dominated the classroom study, 

but, as detailed above, numerous opportunities existed for the study of other subjects such 

as animals and costumes. Through collaborative competitions the student was expected to 

consult and make use of the outside resources. In the decorative art modelers' curriculum, 

study consisted of architectural forms, animals, flora, and costume, as well as the human 

figure. 

Lastly, the negative perception of the academy evinced in art education literature Wcis 

not shared by the sculpture students who were interviewed for this research. The final nine 

questions of the interview were devoted to determining the veracity of this negative bias. 

Contrary to the perceptions of many art education historians who described the academy in 

negative terms, the interviewees who experienced it first-hsuid described it as an enjoyable 

experience, one that was "highly" beneficial to their lives as artists. In addition to the faults 

indicated by historians of art education, the beaux arts academy system was also very 

highly regarded and respected. 

Witfiin the context of the research design, the results of the six sculptor interviews 

comprise an Experienced Beaux Arts Curriculum (see Figure 1, p. 12). The final work of 

this study is to compare and contrast this with the Implied Beaux Arts Curriculum resulting 

from the sculpture artifact analysis, and the Perceived Beaux Arts Curriculum generated 

through a critical analysis of selected art education literature. Chapter VI presents 

conclusions regarding the beaux arts curriculum, and the veracity of art education accounts 

of the academy. This work of this chapter comprises and concludes Phase III of the 

research design. The next and final phase compared and contrasted the conclusion of this 

chapter with the forgoing work. 
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CHAPTER VI 

SUMMARY AND CONCLUSION 

Introduction 

The beaux arts academy curriculum described in art education literature emphasized 

drawing as the artistic technique, and the human figure as the subject matter. The existence 

of beaux arts sculptures of lions, zmgels, and architectural decorations implied an academy 

curriculum different from the one reported in art education literature (see Figure 18, p. 68). 

This inconsistency formed the research problem, and grounded the survey interviews. To 

gather primary source information about the beaux arts curriculum, the author interviewed 

six sculptors who had attended five beaux arts academies between the years of 1915 and 

1952 (see Appendices G and H). 

Two sets of information were generated through the interview process: (a) the 

presence of specific curricular practices and content, and (b) an evaluation of the beaux arts 

academy system. The results of the six sculptor interviews indicated that the beaux arts 

academy education was more extensive, more complex, and of greater import and value 

than was recorded in the history of art education literature (see Figure 20, p. 93). 

Sculpture was a significant part of the curriculum. Subject matter beyond the human figure 

(fauna, flora, and architectural motifs) was also a part of the academy curriculum; it was 

taught directly to the architectural sculptors, and through extracurricular resccu-ch to the fine 

art sculptors. All six of the sculptors surveyed indicated a positive regard for the beaux arts 

academy system, and considered the negative bias of art education literature to be unfair. 

The research conclusions are illustrated in two major sections that contrast the survey 

interviews, the most important part of this study, first with the sculpture artifacts, and then 

with the art education literature. A third section discusses some of the broader implications 

of the research conclusions. A final section proposes recommendations for future study. 

Conclusion I: Interview Survey 
and Sculpture Artifacts 

The analysis, in Chapter IV, of 15 sculptures executed at the height of the beaux arts 

academy indicated two fundamental knowledge bases beyond the plaster cast and live 

model drawing that formed the primary curricular ingredient described in art education 

literature. First, the existence of sculpture requires the ability to sculpt, which in tum 

necessitates knowledge of, and instmction in sculpting technique. Second, a thorough 

knowledge of the subject matter common to sculpture from the tum of the century was also 

95 



necessary. This required familiarity with (a) the intricacies of historic costume, (b) 

architectural and omamental styles, (c) flora such as roses and palms, (d) felines, (e) 

horses, and (0 birds or parts of birds. Beaux arts instmction in these subject areas formed 

the major part of the survey questions administered to a population of surviving sculptors 

who had been students at a beaux arts academy. 

The results from the six sculptor interviews revealed that provisions were made by the 

academy for gaining these two sets of knowledge. Sculpting was a major part of the 

academy curriculum as experienced by all of the sculptors interviewed. Interview Subjects 

I, II, III, and IV indicated the presence of painting and architecture in the academy as well; 

Subject I, and II go further to mention landscape 2u-chitecture. Subject I stated that music 

was also a part of the American Academy of Rome. According to interview Subjects I and 

III, after the first academic year drawing from plaster casts or live models was not practiced 

much; the sculpture students concentrated almost exclusively on sculpting. Four of the 

interviewees indicated the same relationship for painting students. 

Preparing beaux arts academy students to execute sculptures of equestrian heroes in 

armor, rampant or reclining lions, nationalistic eagles, or solemn cemetery angels, 

however, was more complex than reported in art education literature, and tied to a 

distinction made between two classes of sculptors. This dichotomy is discussed below. 

The survey interviews brought a significant feature to light regarding the various subject 

matter taught at the academies: both sculptors and sculpture instmction was divided into 

two groups. The first group received direct instmction in subject areas such as horses, 

eagles, lions, and flora; the second group were expected to leam this subject matter on their 

own. 

Division of Sculptors 

A major feature to emerge from the interviews was a social and instmctional 

dichotomy of sculptors. According to four of the six interviewees, the professional worid 

of sculpture was comprised of two groups of artists: fine art "sculptors," and decorative art 

"modelers". The beaux arts academy system divided sculpture study into the same two 

categories, distinguishing between fine art instmction and vocationeil art instmction. This 

division between fine art and vocational art is illustrated in Figure 19 of Chapter V. Fine 

art sculpture students were prepared for a career as independent artists eaming their 

livelihood through commissions or individual sales. Decorative art sculpture students were 

prepared for a career as architectural modelers, employed in shops that specialized in 

omamental sculpture for the building industry. Academy students were free to attend 
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classes in either area, though most chose to concentrate in one of the two distinct programs. 

The sculptors interviewed for this research all considered themselves fine art sculptors; no 

self-professed modelers were interviewed. 

To accommodate the two types of instmction, academies were divided into three 

groups. One group provided only decorative arts instmction. A second group provided 

instmction only in fine art. And an intermediate group straddled the two, providing 

instmction for both the fine art sculptors and the architectural modelers. 

Architectural Modelers and Academy Instmction 

Architectural modelers received in-class instmction in the subject areas common to 

beaux arts sculpture. The decorative sculpture curriculum included architectural omament, 

flora, animals, and various types of costume and dress. This assertion however came from 

fine art sculptors who did not participate in the instmction but viewed it from a distance, or 

participated in it only marginally. No omamental sculptors were interviewed. The actual 

mechanics of the cu-chitectural sculpture curriculum, how these subjects were taught, 

remains therefore largely undocumented. 

Fine Art Sculptors and Academy Provisions 

Fine art sculptors did not receive specific, classroom instmction in the subject 

categories. The fine art curriculum consisted almost exclusively of nude model sculpting. 

However, provisions were made available to the self-motivated student to leam animal or 

bird anatomy, period costume, and other subject matter common to sculpture at that time. 

Numerous books and public sculptures could be studied. Academy agreements with zoos 

and museums sillowed students special access and considerations for study and copy. 

Professional sculptors could be sought out, as well as the expertise of academy instmctors 

that could be elicited in special critiques or demonstrations. A special summer school 

through the Pennsylvania Academy of Fine Arts made animals and birds available for 

study. Annual collaborative competitions involving interdisciplinary teams of architects, 

landscape designers, painters, and sculptors were common to all academies. These 

competitions required sculpture students to prepare for and execute subject matter other 

than the nude human figure; participation necessitated study and leaming beyond the figural 

classroom experience. 

Through these extracurricular sources the academy student could leam the anatomy of 

lions, horses, or the wings of angels. According to four of the six interviewees, the 

academy "expected" students to make use of these resources. The conditions for gaining 
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this further knowledge however were the same as in any independent leaming situation~the 

ambition and motivation of the students to avail themselves of, and utilize the available 

resources. 

Conclusion 

Due to a lack of scholarship, and the anonymous nature of much of the public 

sculpture common to the tum of the century, it is difficult to determine which of the 

sculpture was executed by fine art sculptors and which by omamental modelers. Indeed, 

this very distinction is rarely, if ever, addressed. The sculptors of cemetery angels, 

architectural cartouches, numerous public statues, cmcifixes and saints common to 

churches by the hundreds are, for the most part, unknown. Scholarship by Craven (1968) 

and Dennis (1967) has disclosed that Karl Bitter (1867-1915), a major "fine art" sculptor in 

the United States, was actually educated, and for a great deal of his life eamed his 

livelihood, as an architectural modeler, which may account for his stunning versatility. 

Judging by the omnipresence of eagles on post offices, city halls and banks, equestrian 

monuments in every city, lions flanking the entryways of everything from weidthy homes 

to libraries, and cemetery angels swathed in drapery holding bouquets of roses, it would 

seem that the beaux cuts system did in fact adequately prepare both fine art and decorative 

art sculpture students to execute such work. Judging by the quality of existing sculpture, 

fine art students apparently took advantage of the various outside resources to leam animal 

anatomy, costume, and flora; the very act of which makes the resources a significant part of 

their study. Despite any artistic hierarchy that saw modelers as inferior to sculptors, the 

vocational education of decorative sculptors appears to have l)een substantial enough that 

they could qualitatively compete with their fine art colleagues, as the career of Bitter 

exemplifies. 

According to the findings from the sculptor interviews, academy instmction did 

prepare students to execute sculptures of lions, eagles, and cemetery angels. But it did so 

in two distinct ways. Architectural modelers received specific instmction in these areas. 

Fine art sculptors were expected to independently avail themselves of numerous 

instmctional resources beyond their in-class academy study. Hence, survey responses did 

provide insight into the beaux arts academy curriculum that could account for the different 

types of sculpture common to the turn of the century. The agreement between the 

"experienced beaux arts curriculum" of the sculptor survey responses and the "implied 

beaux arts curriculum" of the sculpture artifacts indicates that the perceived problem 
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initiating this research lies in the superficial scholarship of art education literature regarding 

the academy. 

Conclusion II: Interview Survey 
and Art Education Literature 

The primary source, oral description of the beaux arts academy curriculum, generated 

through survey interviews, refutes the written description appearing in art education 

literature as too simplistic and one-sided. The oral account of the beaux arts curriculum 

challenges the written description in four major areas: (a) the presence of sculpture as an 

area of academy study, (b) the study of subjects other than the human figure, (c) the actual 

importance and dominance of drawing in the curriculum, and (d) the perception of worth 

and importance of beaux arts academy study. These issues have been repeatedly dealt with 

and delineated throughout the conclusion of this research, and are outlined in Figure 20 of 

Chapter V. The literature used in teaching the history of art education limited the definition 

of the academy to the technique of drawing, emd the subject matter to the human figure, 

with the minor possibility of omament and geometry. Art education literature also 

emphasized a dominantly negative perception of the academy. 

By contrast, interview responses maintained the presence of sculpture in the academy 

curriculum, as well as painting, architecture, landscape architecture, and possibly music. 

The surveyed sculptors also indicated that, for sculpture students, the practice of sculpture 

was allotted far more emphasis and time than was drawing at the academy. Subject matter 

such as architectural decoration, animals, flora, emd costume was a part of beaux arts 

study, but was taught in two different ways as detailed in the previous section. Finally, as 

will be covered in greater depth below, the academy was perceived as a meaningful and 

valuable institution. 

The review of literature brought to light three major problems regarding the perception 

of the beaux arts academy extant in current literature used to teach the history of art 

education to college students in the United States. The first problem was a complete 

disregard and omission of the academy in most of its histories. When the academy was 

described, the second problem was a narrow definition of its curriculum. The third 

problem was a distinctly negative bias communicated in the art education literature, against 

the beaux cuts academy system in general. 

The author finds three problematic areas with the perception and presentation of the 

beaux arts academy system in art education literature: omission, definition, and value laden 

perception. This section is divided by these three points. 
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Beaux Arts Academy Omission 

The first problem is the exclusion of the academy from the majority of literature used 

to teach the history of art education. Five of the 16 cited sources used in teaching the 

history of art education specik of the beaux arts academy. Of the five, two mention the 

academy simply as a biographical detail in the life of peuticular artists or as a reference to 

some other issue. Two other sources are the published papers presented at two separate 

history of art education conferences, containing a combined total of 99 articles about art 

education. The word academy appears in 16 of the total 99 articles; only three however 

give it any coverage greater than a peissing reference peripheral to other issues. Only one 

source of the total 16 cited as instmctional in teaching the history of art education, Efland's 

A History of Art Education (1990), treats the academy in depth as a legitimate art education 

system. 

The majority of literature used by university art educators to teach the history of art 

education does not include the beaux arts academy as an art education system. Major 

contributors to the field, writing of its history, have maintained a definition of art education 

limited primarily to children and public school instmction (Eisner & Ecker, 1970; Eisner, 

1972; Chapman, 1978; Wygant, 1983; Bolin, 1990; Wygant, 1993; Smith, 1996). This 

focus is an academic, methodological choice. What is excluded by such a narrow and 

myopic definition, however, is so substantial and significant that the reputation and 

credibility of the field as a viable, research oriented discipline is weakened. The child-

centered, public school definition of art education that has dominated the field for decades 

is perhaps changing in joumal literature; social issues have also become an important area 

of current research at the time of this writing in 1995-99. But as Phase I of this study 

substantiates, the child-centered, public school definition is still dominant in texts used to 

teach university, art education students. A 300-year-old art education system that spanned 

the globe and educated many significant artists of the westem world should, by this 

author's estimation, qualify for inclusion as a significant art education institution. 

Neglecting the beaux arts academy is a choice that harms and hinders rather than supports 

the field of art education. 

Beaux Arts Academy Definition 

When the beaux arts is considered in art education literature, the curricular description 

is brief and incomplete, thus presenting an inaccurate definition of the academy. Of the 16 

sources cited by art educators, two were conference proceedings containing a combined 

total of 99 papers. Only three of a potential 113 sources used to teach the history of art 
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education provide any description of the beaux arts curriculum; those by Efland (1990), 

Zimmerman (1992), and Rheeden (1992). The one by Rheeden gives a brief description of 

the public school teacher training that was provided at the academy. In all three cases, the 

art technique emphasized was drawing. In the instmction of artists described by Efland 

and Zimmerman, the subject matter was the nude and draped human figure. Hence the 

author's perceived problem when viewing the thousands of sculpture examples of lions, 

eagles, equestrian heros, and decorative omament that are scattered across nineteenth and 

early-twentieth century cities and towns. The same problem could as well be seen in the 

existence of paintings. Scholarship acknowledges that sculptors received their education at 

the academy (Pevsner, 1973; Rheims, 1977; Read, 1982; Janson, 1985; Boime, 1986; 

Adams, 1990; Weinberg, 1991; Piper; 1994). How does a regimen of drawing the nude 

human figure, however rigorous and extensive, provide the technical knowledge and three-

dimensional expertise to create sculptures that include costume, flora, and animals? Clearly 

this problem was not considered by those art educators who choose to document the 

academy curriculum. 

Efland's (1990) description of the beaux arts academy system was the most complete 

of all the art education literature, but it raises several problems. Efland provides two 

indications of the presence of sculpture in the academy, but in both cases it is an official 

reference rather than a descriptive one. He begins his academy discussion by stating that 

"the French Academy of Painting and Sculpture was founded in 1648" (p. 36). At a later 

place he cites an inventory of subjects at the French Academic des Beaux Arts at Lyon, 

which includes painting and sculpture, as well as architecture and engraving. Two major 

problems arise from this. The first is that, when he describes beaux arts academy 

instmction, which he does at three different times, the reference is to drawing. Thirty-one 

times Efland uses the word "drawing" in discussing the academy; the word sculpting never 

appears. Speaking of the curricular function, Efland maintains that "the Academy was 

charged with. . . imparting instmction to students by means of the life drawing courses" 

(1990, p. 36). Furthermore, the reader is given the impression that one of the academy's 

main purposes W2is as a trade school, with drawing as the primary skill needed. Efland 

reports that "for the most part, [the] academies and arts schools were founded [in response 

to the] growing demand for drawing and design skills on the part of workers and craftsmen 

in the new industries" (1990, pp. 44-45). Efland's chapter three, which describes the 

academy at its height in the nineteenth centtiry, is titled: "The Visual Arts and the Industrial 

Revolution." The visual arts as a profession in its own right, and the education that 

contributed to it, is less visible than the rise of the proletariat and their need for drawing 
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skills. The second problem arises out of Efland's distinction between fine art academies 

and design schools. The distinction itself is no problem, rather it is the fact that Efland 

places the Academic des Beaux Arts at Lyon, with its official list of subjects (painting, 

sculpture, architecture and engraving), not with fine art academies but with decorative arts 

schools. He immediately follows this by emphasizing that "drawing" was its real course of 

study, using the word three times. He concludes, "Thus the art school at Lyons based its 

program on figure drawing" (p. 55). This may not be incorrect; but the author feels that the 

one-sided incompleteness of Efland's description leaves an erroneous perception of the 

academy as a drawing school. Clearly this biased perception exists because of the repeated 

emphasis on drawing when the academy curriculum is described by Efland and other art 

educators. 

The most obvious disparity between the Perceived Beaux Arts Curriculum in art 

education literature, and the Experienced Beaux Arts Curriculum described by the 

interviewees, was the presence of sculpture in the curriculum. Art education historians 

repeatedly limited academy curriculum practice to drawing (Efland, 1990; Zimmerman, 

1992; Rheeden, 1992). All six of the interviewed sculptors expressed the presence of 

sculpture. Further, according to Subjects I, and III, drawing was actually a minor part of 

their sutistic practice after the first year; the majority of their time at the academy was spent 

sculpting. Sculpture formed the dominant part of their beaux arts curricular activity. The 

presence of painting and architecture at the academy was also indicated by four of the six 

interviewees. Further research may indicate that it also shared the same dominant ratio to 

figure drawing. 

An area that is not mentioned by any of the writers of art education history, but seems 

to have played a major part in the academy education, was the multidisciplinary 

competitions that brought painters, sculptors, architects, and landscape designers together. 

The beaux arts collaborative competition was described by four of the six interviewees, and 

is substantiated by literature detailing the academy (Drexler, 1977; Boime, 1986; Weinberg, 

1991; Yegiil, 1991). Wagner emphasizes the importance of competitions to the beaux arts 

academy curriculum by maintaining that "the Ecole [des Beaux Arts] and competition were 

synonymous" (1980, p. 11). The design problems were a collaborative effort, requiring 

the students of the various disciplines to cooperate on a single project. These competitions 

were a common curricular feature of every beaux arts institution. The stmcture of the 

beaux arts competitions appear to have been not unlike contemporary sports competitions. 

Recognition and cash prizes were awarded for the best designs. Local winners advanced to 

larger, regional competitions, with the coveted Prix de Rome as the ultimate goal. 
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Preparation for these competitions sent the sculpture student to the many extra-academy 

resources outlined in this study, in search of the specialized knowledge necessary to 

successfully execute the design. 

Negative Bias 

Where the academy does appear in art education literature, it is often represented in a 

negative way (Logan, 1955; Garoian, 1984; Pearse, 1992; Pohjakallio, 1992; Rheeden, 

1992; Zimmerman, 1992). Terms such as "a backward institution," and statements that it 

"produced huge numbers of mediocre artists, who ended up in economic misery" may 

indeed be a part of critical literature of the academy system, but it was the choice of 

contemporary art education writers to exclusively adopt these perspectives. In so doing 

they focus on and perpetuate the negative perception that such comments represent Critical 

descriptions of a positive nature were also extant from the time of the academy. 

The institute and the ficole des Beaux Arts perpetuate a standard, characterized 
by technical perfection and elegance of style, while the tendency to academic 
narrowness is offset by the influence of independent sculptors; for there is not 
a thought wave in modem art that does not emanate from or finally reach Paris. 
(Caffin, 1903, p. ix) 

The above quote indicates that, although the academy may have been a "backward 

institution" in the eyes of some critics, it was also effected by the progressive trends of the 

time. The alleged narrowness of the academy's views, for which it is often anathematized 

by contemporary criticism, is in Caffin's opinion, less severe than modemist history 

remembers. This is substantiated by interview Subject III who indicated that his academy 

experience in the late 40s and early 50s was influenced by modemist sculptors. He states, 

"the modemist ideas of direct carving were becoming of greater concem" (personal 

communication, April 27, 1998). 

Balanced scholarship should, in the opinion of the author, include an accurate 

appraisal of the many views that remember and record a phenomenon. The beaux arts 

academy had faults and critics; it also had benefits and proponents equally ardent in their 

enthusiasm and support. 

Results of the sculptor survey indicate that the negative bias described by art education 

literature was not shared by the academy students interviewed. All six of the sculptors 

provided a perception of the academy that emphasized its immeasurable value and import in 

their lives. It was actually they, in contrast to some art education scholars, who provided a 

balanced assessment of the academy's strengths and weaknesses not by denying some of 

the negative quotes but by placing them within a larger, contextual perspective. For 
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example, when quoted the art education perception that the academy "produced huge 

numbers of mediocre artists, who ended up in economic misery" (Pohjakallio, 1985, p. 

90), interview Subject III responded "they should look at the number of art graduates from 

the universities today" (personal communication, April 27,1998). 

Reasons for choosing to emphasize the negative aspects of the academy are many and 

complex, tied not only to the preferences, predilections, and purposes of each writer, but 

also to broad contextual Zeitgeists, academic sociopolitical agendas, the availability of 

information at any given time and place, and the willingness of researchers to seek out 

primary source information about a phenomenon. The influence of modernism and the 

championing of child and naive art must also be acknowledged as contributing factors 

responsible for the harsh view of a figurative tradition that dominated the art world for 300 

years. 

Implications of the Research 

Several important issues were brought to light as a result of this research. Three 

specific points are considered of particular import. The first is the author's broad use of the 

term "beaux arts academy." The second is the persistent prejudice against architectural 

sculptors as artisans. The third is a lack of due diligence in art education scholarship 

regarding the beaux arts academy. 

The Connotative Use of Beaux Arts Academy 

Six different sculptors, studying in five different academies in two different countries 

indicated a general curriculum and a common understanding shared by all of the academies. 

The research results tend to confirm the author's original supposition that there was a 

universal curriculum, commonly shared by individual academies around the world, and that 

the broad, collective, connotative application of the terms "beaux arts" and "academy" is a 

valid and accurate use of those words. This is further substantiated by the six 

interviewees' acceptance of a broad, connotative use of the word "academy" in the 

interviews. 

Whether discussing sculptors, architects, painters, engravers, or landscape designers 

from Spain, Bohemia, Argentina, or the United States, the beaux arts academy, in a 

collective, institutional sense, was the primary training ground for professional artists in the 

nineteenth and eariy-twentieth centuries. And the model for all of the hundreds of 

individual academies scattered around the worid was the &ole des Beaux Arts in Paris, 

France (Pevsner, 1973; Weinberg, 1991). 
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The Continuity of the Architectural Sculptor Bias 

The Snob/Slob distinction, so coined by interview Subject II, that existed between fine 

arts and decorative arts seems to continue, and to some degree dominate the perceptions of 

the various contemporary fields surrounding figurative sculpture. The same bias may also 

be seen in the field of art education history. This mindset however may be entirely 

unintentional on the part of the institutions, its prejudice unsuspected and unknown. 

The "snob" distinction between fine art sculptors and vocational architectural modelers 

seems to be evident in the National Sculpture Society's (NSS) roster of membership. At 

the beginning of this research the author contacted the NSS for a list of sculptors who had 

studied at a beaux arts academy prior to the middle of this century. This potentially should 

have included architectural modelers, as well as fine art sculptors, as both were students of 

the beaux arts, more often than not studying at the same institutions. No names of 

omamental sculptors were provided. All of the sculptors included on the list provided by 

the NSS, qualified as fine art sculptors. Informal discussion with various people affiliated 

with the NSS has revealed that modelers were not invited into NSS membership, no matter 

how replete their sculptural experience or expertise. By contrast, the NSS did, and 

continues to, induct fine art sculptors whose professional, public experience is minimal. 

Admittance into the NSS seems to be restricted to the "professional" rather than the "trade" 

sculptors. 

The fine art, "snob" bias may also be seen in art education scholarship. When the 

academy curriculum is described by art educators, the part of the beaux arts education that 

is remembered and described as the definitive curriculum is the one for fine art sculptors 

rather than the one for the architectural modelers. The very fact that the beaux arts 

curriculum recorded by historians of art education is limited to the fine art curriculum of 

drawing as technique, and the human figure as subject matter, indicates the lack of regard, 

knowingly or not, for the curriculum of the "slobs," the "hacks," the architectural 

modelers, the omamental sculptors. Art education scholarship does provide, briefly, the 

altemative academy curriculum for public school art teachers (Rheeden, 1992). The 

vocational, modelers' curriculum may have been as important in the academies as was the 

fine art curriculum. The modelers' curriculum included the study of architectural 

embellishment, flora, animals, and costume, as well as the human figure, £md seems to 

have accounted for a substantial amount of public sculpture. 

There exist many reasons for a bias, not the least of which is an ignorance resulting 

from an incomplete understanding of a phenomenon. In hindsight, this research was to 

some degree biased by the possible fine art, "snob" attitude of the National Sculpture 
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Society, and its affiliates. The sculptors interviewed for this research could have included 

architectural modelers as well as fine art sculptors. The population of decorative art 

modelers may actually have been larger than that of fine art sculptors because of the civic 

need by architects and builders; thus more subjects could have been interviewed. 

However, awareness of a separate class of sculptors did not exist at the inception of this 

research. It was through the interview results that this major distinction and its significance 

came to light. The NSS and its affiliates provided the list of names from which the 

sculpture subjects were culled. The society, by the nature of its own bias, was incapable of 

providing the author with living sculptors from any but the professional, fine art class. 

Locating and interviewing the "modelers" should be an important post dissertation task 

in the understanding of the academy system and what it gave to the history of art as well as 

art education. This however may prove difficult, as no organized knowledge base 

describing, or keeping track of the modelers has been found. 

For whatever reasons, the snob bias that considers architectural modelers as secondary 

sculptors seems to continue in those fields associated with beaux arts academy research. 

On some level, the modelers are still considered "slobs" rather than legitimate artists 

serving a viable social and artistic need. This research was unwittingly infected by this 

mindset. As a consequence of this research however, the existence of another group of 

sculptors, with their own beaux arts academy curriculum is now brought to academic light; 

the distinction is now documented. It is for future research to explore this, as it affected the 

arts and the curriculum of the beaux arts academy. 

A Weakness in Art Education Scholarship 
Regarding the Beaux Arts 

Efland's landmark book A History of Art Education was published in 1990. A 

professional colleague of Efland's, Peter Smith published The History of American Art 

Education six years later in 1996. In the Introduction of his book. Smith notes: 

Although Efland's text is primarily a history of American art education—and 
most vital when it concentrates on American materials-almost forty pages are 
spent on epoches of European history for which Efland seems to have no 
historical expertise beyond that of a well-educated layman. Unfortunately, 
even in periods of American art education history closer to our times, a reliance 
on secondary sources sometimes led Efland into historical shallows, (p. 9) 

In Susan Beattie's The New Sculpture, a landmark book in the field of nineteenth-

century English sculpture, she speaks briefly of the Royal Academy Schools in England, 

and notes the following in passing: 
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Privileges during the term of studentship [at English academies] included free 
teaching, compulsory attendemce of lectures given by the professors, free 
admission to the Academy exhibitions, the Zoo and iie Armoury at the Tower 
of London, and the opportunity to compete for medals and studentships. 
Painters, sculptors and architects pursued the same course of study, (p. 28) 

She then moves on to other things. Viewing this brief passage at the conclusion of his 

research, the author found the references to free admission to the Zoo and the Armoury, to 

competitions, and to a course of study pursued by painters, sculptors, and architects 

particularly intriguing. Beattie's book was published in 1983, seven years before Efland's. 

Cle2u-ly the understanding that students would study at the zoo and at the armory as part of 

their academy studies was information available (even as a secondary source) to Efland 

prior to the publication of his book. The importance of competitions to the academy 

curriculum, and the understanding that painting, sculpture, and architecture were the 

disciplines pursued, were also common knowledge about the academy, and thus readily 

available to the field of art education scholarship. The very logic on which this research 

has been grounded, that drawing nude people could not produce a highly comjDetent 

sculpture of a lion, a landscape painting, or a Neoclassic edifice, should have challenged 

the pat recipe of academy study that has been the accepted norm for historians of art 

education. 

This commentary regarding Efland's book is not in any way intended to detract from 

its importance to the field. The History of Art Education (1990) remains a landmark work 

and an important reference for any one interested in the history of art education. 

For whatever reason, a certain narrowness of perception that looks no further than 

common references, and a parroting of already accepted beliefs seems evident in the field of 

art education regarding the beaux arts academy. It is hoped that the primary source 

research of this dissertation may contribute to a broadening of the understanding and 

appreciation of an art education system that spanned the globe, and educated a significant 

number of outstanding artists. This is contingent however upon a definition of art 

education broad enough to include the education of artists, as well as public school 

children. 

Recommendations for Future Study 

At the time that it was executed, this research represented a pioneering effort into a 

curriculum that had been given relatively little attention in the field of art education. 

Because of the relative lack of scholarly attention given to (a) nineteenth-century academic 

art, (b) the beaux arts academy, and (c) sculpture from this period, numerous possibilities 
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exist for further study. Concluding this research, the author finds several directions within 

the above categories of particular import in the furtherance of what was here begun. 

The first several areas recommended for further study are specific to beaux arts 

academy scholarship. The final three areas are of a broader educational nature, and are tied 

to issues of academic concem specific to the final decade of the twentieth century. These 

include cooperative leaming, interdisciplinary study, and comprehensive art education 

(Gunther et al., 1990; Joyce et al., 1992; Omstein & Hunkins, 1993); all of which can be 

found in some form in the beaux arts academy curriculum. Though academia is somewhat 

guilty of following trends, and dismissing those areas no longer in intellectual vogue, the 

final three issues here broached are of timeless enough nature to justify their continued 

reseeu-ch on into the twenty-first century, in spite of changing academic fashion. 

The Purported Narrow Perception of 
The Beaux Arts Academy 

The narrow perception of the academy's receptivity to artistic change and influence is a 

prime area for further research. Too long has the beaux arts academy been represented by 

contemporary literature as a static, narrow, defiant institution resistant to any new ideas 

(Logan 1955; Butler, 1975; Duncan 1978; Garoian, 1984; Zimmerman, 1985; Cogeval, 

1986; Forrest, 1988; Fort, 1995). Its very history argues against such narrow and 

superficial perceptions. From its classrooms came artists from the Baroque up through 

Abstraction, and of such diversity as Bertel Thorvaldsen (1770-1844), Eugene Delacroix 

(1798-1863), Alfred Gilbert (1854-1934), Claude Monet (1840-1926), Gustav Vigeland 

(1869-1943), Henri Matisse (1869-1954), and Henry Moore (1898-1986). Cogeval, who 

is critical of the academy, rather testily notes, "No innovation was protected against 

imitation and standardization-genre painting could easily borrow certain tricks of 

Impressionism to its advantage" (1986, p. 37). Far from being static, this indicates a 

healthy questing for new possibilities of expression. Further, the very appellation of 

"eclectic" (Agard, 1951; MacDonald, 1970; Hess, 1978; Boime, 1980; Piper, 1994), with 

which the academy is often branded, argues against rigidity and narrowness. A third 

example that counters the narrow Neoclassic perception of the beaux arts academy was the 

establishment of the atelier system with the reform of 1863. At the ^ o l e des Beaux Arts, 

three separate studios were established for each of the disciplines, painting, sculpture, and 

architecture. In the formation of the three ateliers for architecture, three instmctors were 

selected who represented the then dominant schools of architectural thought: Classical, 

Neo-Greek, and Gothic (Drexler, 1977). In the same 1863 reform, the appointment of 
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Jean-Leon G r̂ome (1824-1904) as one of the three painting instmctors served the same 

purpose. By the standards of his time G r̂ome was considered avant garde, a Realist. 

Chrome's appointment was an intentional move to expand the stylistic offerings of the 

academy painting curriculum beyond Neoclassicism (Ackerman, 1972; Ackerman, 1986). 

Scholarship that persistently brands the academy as rigid and static is itself frozen in 

intellectual mire, parroting pass^ prejudices of the myopic modemist period. The 

distancing of time and the slow emergence of new scholarship are revealing a beaux arts 

academy curriculum that was a highly significant and effective product of the time in which 

it existed. 

The Beaux Arts Modeling Shops 

The modeling shops that produced the sculpture that decorated architecture is a 

completely untouched area awaiting attention. Tentative research into the status and 

education of the modeler by the author has revealed the potential difficulty of this task. 

Attempts to discover the labor union to which the modelers belonged in the United States 

have so far been unsuccessful; most of the research specialists and scholars at the 

Metropolitan Museum in New York City, the New York Public Library, and several 

academies contacted by the author were unaware of the existence of such sm organization. 

The attempt to locate any living person, an architect or surviving relative, intimately 

associated with the many modeling shops that once existed in New York has also not 

produced any fmit. Several modeling shops that claim a continuously running 

establishment since the first part of this century have been located by the author, but have 

yet to be contacted. 

Division of Sculptors and Modelers 

Another area in need of greater elucidation is the assumed division of sculptors and 

modelers in the professional world of public sculpture, as well as in their education. The 

author proposes three areas of possible research that branch off from this sculptural 

dichotomy. One is the fundamental distinction between fine art and decorative art, and the 

particular biases attached to each. This enters into the area of aesthetics and the definitions 

of art. A second area is the viability of the sculptor/modeler distinction in understanding 

and appreciating beaux arts sculpture. Much fine art was done by modelers, and many fine 

art sculptors did decorative art. A third area is the instmction of these two groups and the 

institutions that provided their education. Schools of Design often offered fine art 

instmction, while beaux arts academies were not necessarily limited to fine art instmction. 
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These are areas of some confusion and wanting of further clarification. They are further 

explored below. 

The Distinction Between Fine Art and Decorative Art Sculpture 

This area of subsequent research into the beaux arts enters into the field of aesthetics 

and semantics; the philosophy of what constitutes art. Decorative art is often seen as 

separate from and less than, fine art. What makes up each of these areas however is not 

always so clear, particul2u-ly in sculpture. Is a heroic monument to William the Conqueror 

any more fine art than a pantocrator Jesus on a cathedral tympanum, or a desk top bronze 

of a crouching panther? Applying the fine art/decorative art distinction to sculpture is 

problematic; Michelangelo Bounarroti's (1475-1564) writhing Slaves were decorative 

elements intended for the tomb of Pope Julius II. In applying the fine artydecorative art 

distinction, modelers will always be relegated to a secondary status, and decorative art 

education will be perceived as less important than fine art education. In the beaux arts 

period, the operative differences between sculptor and modeler, artist and artisan, fine artist 

and decorative artist are very often not so clear. Auguste Rodin (1840-1917) began as an 

artisan, working in several objets d^art manufacturing shops, such as that of sculptor 

Albert-Emest Carrier-Belleuse (1824-1887). As he became acknowledged as a prominent 

artist, his earlier "artisan" works have also been collected as fine art, the decorative Flora 

(1870) and Vase of the Titans (1875) are two examples. Further, much of Rodin's later 

work was in the form of small figurines which were intended as decorative objects for the 

parlor, not unlike the Art Deco statuettes still sold in fumiture stores at the time of this 

study in the 1990s. The distinction between omamental art and fine art seems somewhat 

problematic, particularly in the beaux arts period, and particularly in regard to sculpture. 

The Difference Between Sculptors and Modelers 

An area closely aligned with the above distinction is the recognition of nineteenth-

century cutifacts. How many of the prominent public sculptures were done by "snobs" 

educated in fine art and how many by "slobs" educated in decorative, applied, or 

architectural arti Looking at beaux arts sculpture artifacts does not indicate a clear line of 

demarcation where the sculptor ended and the modeler began; the line between the two is 

quiet vague. The author suspects that the delineation between the two groups was in reality 

less distinct than fine art prejudice would allow. Many esteemed and respected sculptures 

were actually done by students of the vocational art curriculum rather than the high art 

curriculum; the animalier, Antoine-Louis Barye (1796-1875), and Auguste Rodin are two 
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prime examples. Rodin's academy experience was at the vocationally oriented Petite Ecole; 

he never attended the ̂ o le des Beaux Arts. His considerable contribution to the decorative 

art field was mentioned above. 

Karl Bitter (1867-1915) is another example. He was educated as an architectural 

sculptor and often supported himself as such, while also doing highly regarded fine art 

sculptures. Both Augustus Saint-Gaudens (1849-1907) and Daniel Chester French (1850-

1931) did cemetery sculptures in addition to their large civic memorials. Cemetery 

sculpture is often seen as an area of hack art, done by anonymous artisans, or failed 

sculptors not good enough to receive the big commissions. The lack of museum regcû d 

afforded these works, regard that is in contrast afforded to nineteenth-century punch bowls 

and quilts, substantiates this bias against cemetery sculpture's import and significance. The 

relationship of architectural "decorative" sculpture and fine arts sculptors is one cû ea that 

remains unclear and unexplored. 

The very term Modeler, associated with decorative art rather than fine art, refers to a 

virtuoso facility in working clay, and could just as easily be wom as a badge of distinction 

and accomplishment, if scholarship would acknowledge its import. 

The Difference Between Decorative and Fine Art Instmction 

A distinction seems to have existed between the education of artists and artisans. One 

curriculum concentrated exclusively on the human figure, while the other assumed a more 

vocational approach, providing a broader, more comprehensive curriculum that included 

animals, costume, flora, and architectural embellishment. The distinction between so called 

Schools of Design and Fine Art Academies as an indicator of which curriculum was 

covered however is problematic; as is the artistic direction taken by its graduates. How 

many graduates of schools of applied art went on to become fine art sculptors? Conversely 

how many graduates from fine art academies entered into the security of steady 

employment at an architectural or a porcelain shop? 

Both Zimmerman and Efland make a distinction between vocational, trade or design 

schools and fine arts academies. Schools are usually associated with decorative arts and 

crafts, while academies are associated with fine art. This distinction however is not so 

clear, nor necesscuily evident in the title of the institution providing the education. The 

seminal 6cole de Beaux Arts of Paris is a prime example. It translates literally into School 

of Fine Arts; yet it provided the pattem from which all the fine art "academies" were drawn 

(Pevsner, 1973; Weinberg, 1991). Conversely, a decorative arts school described by 

Efland was called the Academy des Beaux Arts of Lyon-the Academy of Fine Arts. 

I l l 



Interview Subject VI divided the various academies in New York City under the headings 

of Fine Art Schools and Design Schools depending on their curricular emphasis. He 

placed the American Academy of Design under the Fine Art Schools heading, maintaining 

that it provided only fine arts instmction; Subject II substantiated this. Yet the title of the 

school is at odds with Subject VI's own terminology; "Design" Schools indicated 

vocational, modeler, decorative art education rather than fine art. This distinction is not 

intended as a criticism of the above individuals, but rather an illustration of a problem in 

understanding the academies and their curriculum. 

By the 1850s the industried revolution Wcis in full swing; the rapidly changing times 

also affected the academy. It was realized by various art critics and philosophers, as well 

as academy administrators, that most of the students would not become fine artists, but 

rather apply their creativity to the mundane arts. With the 1863 reform, the ̂ o le des 

Beaux Arts in Paris, realizing the changes brought about by industrialization, broadened its 

curriculum, encompassing both the vocational, decorative art curriculum previously 

covered by the Petite &ole, as well as its traditional fine art cuiriculum (Wagner, 1980; 

Weinberg, 1991). This begs the question, in which camp is the French Ecole to be placed. 

Fine Art Academy or Design School, particularly when it included both curricula, as many 

of the beaux arts academies did. 

The author suspects future research may indicate that a great many, if not the numerical 

majority, of the schools and academies straddled the boundary, providing instmction for 

both the artist and the artisan, particularly from the end of the nineteenth century onward. 

An example of this, that emerged in the interviewing process, was the Beaux Arts Institute 

of Design in New York city. It was a single institution, respected by the interviewees who 

spoke of it, that catered to both artistic categories. It was prominent enough to organize the 

major, Prix de Rome, collaborative competition that all academies participated in, yet held 

sculpture classes for both artisans and artists. 

As delineated earlier, the &ole des Beaux Arts in Paris was the model or template 

from which other academies, schools, ateliers, and institutes evolved (Pevsner, 1973; 

Efland, 1990; Weinberg, 1991). The Petite ^xxAe, a sibling institution to the ficole des 

Beaux Arts, had provisions for helping other principalities establish their own beaux arts 

academy or revise their curriculum (Wagner, 1980). Research may determine that the early 

public school drawing cleisses were simply the academy drawing curriculum modified to 

suit the nature of the students. Rheeden (1992) indicated that the Hague Academy of Fine 

Arts provided a teacher training program. Art education literature has established the 

connection between the arts and craft design schools and eariy public school drawing. 
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The author has assumed both approaches within the dissertation definition of Beaux 

Arts Academy Curriculum. At the conclusion of this research, this still seems to be a viable 

choice. Particularly in regard to the plastic arts where the line separating fine art sculpture 

from decorative art sculpture is not so distinct. However, further research should address 

this idea of definition of fine art academy and school of design, and how the two fit within 

the larger historical, artistic, educational context. 

The Beaux Arts Collaborative Competition 

Study of the collaborative competitions common to every academy and design institute 

is an area that might serve as a didactic model for contemporary education that is concemed 

with "cooperative leaming" as an instmctional strategy. At present, scholarship into this 

basic, beaux arts practice has been advanced primarily by the field of architecture (Yegiil, 

1991). Art research into this area may also provide some sort of model or precedence in 

the current legislation that stipulates one-percent of a building's constmction budget go to 

the artistic decoration of the building; the so called '1% For The Arts' program. The author 

suspects that research may determine that the contemporary 1% For The Arts program is a 

distant relative of the beaux arts collaborative practice, one difference being that current art 

and architecture students are not being taught or prepared to work together as they once 

were through the academy. 

The Beaux Arts and Interdisciplinary Education 

The beaux arts collaborative problem linked sculpture, pcunting, architecture, and 

landscape design. It united students of different disciplines into a creative effort. At the 

time of this writing there is an interest in interdisciplinary approaches to art education. The 

Interdisciplinary Doctoral Program at Texas Tech University (from which this research 

emerges), an Interdisciplinary Design Education Alliance also at Texas Tech (IDEATech), 

Gardner's Arts Propel (Gardner, 1989), and Steiner's Waldorf schools (Harwood, 1958) 

are several working examples at different educational levels. According to one survey 

interviewee, the American Academy in Rome hosted students in painting, sculpture, 

architecture, landscape design, and music. Research may uncover the degree and design of 

the students' interaction. Whether contemporary administrators of interdisciplinary 

programs would be open to the lessons and leamings of predecessor programs in this area, 

is another matter. 
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The Beaux Arts and DBAE 

Literature in art and architecture history that describes the beaux art academy system, 

indicates that it was far more comprehensive than perceived at the present, incorporating 

aesthetic theory, several forms of criticism ranging from picture composition study to 

literary descriptions, art history that included geography and archeology, and studio 

exercises capable of producing some of the most significant artists of that period (Pevsner, 

1973; Drexler, 1977; Wagner, 1980; Boime, 1986; Weinberg, 1991). Several models of art 

education have emerged that have advocated an expanded or comprehensive approach to 

public school art instmction in the United States (Eisner, 1969; Chapman, 1978; Greer, 

1984; Mittler, 1994). The most notable example is Discipline Based Art Education; DBAE 

for short (Greer, 1984). These comprehensive models challenge a more traditional 

classroom approach that focused almost exclusively on studio art projects. DBAE 

proposes that students should not only have the opportunity to make art, but to also leam 

about it through aesthetic theory, critical analysis, and study of its historical context (Greer, 

1984). The author finds significant parcillels between the beaux arts academy and DBAE. 

As far as the author is aware, the parallels between the two curricula have yet to be 

acknowledged or explored. 

Concluding Remark 

It is hoped that this research will contribute to a more balanced and accurate 

assessment of a significant art education institution by future historians. A definition of art 

education that allows for, and acknowledges the education of professional artists would 

enrich, and not detract from the field of art education in the United States. 
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APPENDIX A 

A LIST OF 35 ART EDUCATION PROGRAMS IN THE 

USA IN 1996 

Dr. Tom Anderson 
Art Education 
Florida State University 
Tallahassee, FL 32306 

Dr. Robert Bersson 
Department of Art 
James Madison University 
Harrisonburg, VA 22807 

Dr. Kristin Congdon 
Art History 
University of Central Florida 
Orlando, FL 32816 

Dr. Arthur Efland 
Art Education 
Ohio State University 
Columbus, OH 43210 

Dr. Edmund Feldman 
Education 
University of Georgia 
Athens, GA 30602 

Dr. Elizabeth Garber 
Art Department 
University of Arizona 
Tucson, AZ 85721 

Dr. Jay Hanes 
Art Department 
Moorehead State University 
Moorehead, KY 40351 

Dr. Elleda Katan 
Department of Art 
University of Massachusetts 
Amherst, MA 01003 

Dr. Kathy McGhee 
Art & Music 
Tennessee Tech University 
Cookeville, TN 38505 

Dr. Ron Neperud 
Art Education 
University of Wisconsin 
Madison, Wl 53706 

Dr. Renee Sandell 
Art Education 
Maryland Institute College of Art 
Baltimore, MD 21217 

Dr. John White 
Department of Fine Art 
Kutztown University 
Kutztown, PA 19530 

Dr. Carmen Armstrong 
Art Department 
Northern Illinois University 
DeKalb, IL 60115 

Dr. Paul Bolin 
Visual Art Department 
Pennsylvania State University 
Universily Park, PA 16802 

Dr. Michael Day 
Art Department 
Brigham Young University 
Provo, UT 84602 

Dr. Elliot Eisner 
School of Education 
Stanford University 
Stanford, CA 94305 

Dr. Kim Finley-Stansbury 
Visual Arts Department 
Southeastern Louisiana University 
Hamnrwnd, LA 70402 

Dr. Howard Gardner 
Human Development 
Harvard University 
Cambridge, MA 02138 

Dr. Laurie Hicks 
Art Department 
University of Maine 
Orono, ME 04469 

Dr. Connie Landis 
Art Department 
Montana State University 
Billings, 1 ^ 59101 

Dr. Larry Moody 
Art Department 
Pittsburgh State University 
Pittsburgh, KS 66762 

Dr. Michael Parks 
Art Education 
State University of New York 
Buffalo, NY 14222 

Dr. Peter Smith 
Art Education 
University of New Mexico 
Albuquerque, NM 87131 

Dr. Enid Zimmerman 
School of Education 
Indiana University 
Bloomington, IN 47406 

Dr Terry Barrett 
Art Education 
Ohio State University 
Columbus, OH 43210 

Dr. Georgia Collins 
Fine Arts Department 
University of Kentucky 
Lexington, KY 40506 

Dr. Elizabeth Delacruz 
Art & Design 
University of Illinois 
Champaign, IL 61820 

Dr. Michael Emme 
Art Department 
Central Washington University 
Ellensburg, WA 98926 

Dr. Kerry Freedman 
Curriculum & Instruction 
University of Minnesota 
Minneapolis, MN 55455 

Dr. Karen Hamblen 
Currkulum & Instruction 
Louisiana State University 
Baton Rouge, LA 70803 

Dr. Beverly Jones 
Arts and Administration 
University of Oregon 
Eugene, OR 97403 

Dr. Hilda Lewis 
Art Education 
San Francisco State University 
San Francisco, CA 94132 

Dr. Dan Nadaner 
Art Department 
California State University 
Fresno, CA 93740 

Dr. Kristin Rauch 
Art Department 
State University of New York 
NewPaltz, NY 12561 

Dr. Gayle Weitz 
Art Department 
Appalachian State University 
Boone, NC 28608 
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APPENDIX B 

PROTECTION OF HUMAN SUBJECT APPROVAL FOR 

ART EDUCATOR CONTACT AND SURVEY 

I P J TEXAS TECH UNIVERSTTY 
Office of Research Services 

203 Holden HaJl 
Lubbock, Texas 79409-1035 
(806) 742 3884/FAX (806) 742 3892 

February 29, 2000 

Dr. Karen T. Keifer-Boyd 
Mr. Richard Oliver McRae II 
Art 
MS 2081 

RE: Project 00010 Toward an Understanding ofthe Beaux Arts Curriculum: A 
Survey of Six American Sculptors Educated in Beaux Arts 
Academies in the First Half of the Twentieth Century—Group I 

Dear Dr. Keifer-Boyd: 

The Texas Tech University Committee for the Protection of Human Subjects has approved 
your proposal referenced above. The approval is effective from February 1,2000 through 
January 31, 2001. You will be reminded ofthe pending expiration one month prior to January 
31, 2001 so that you may request an extension if you wish. 

The best of luck on your project. 

Sincerely, 

Dr. Richard P. McGlynn, Chair 
Human Subjects Use Committee 
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APPENDIX C 

HISTORY OF ART EDUCATION CONTACT LETTER 

AND QUESTIONNAIRE 

4 November 1996 

Dear Colleague in Art Education: 

Your expertise and gracious assistance are requested in the completion of the enclosed 

questionnaire. It contains only one question, and should take no more than 5 minutes of 

your time, yet will contribute significantly to a meaningful research project 

This questionnaire is being sent to Art Education programs in the United States to 

develop a general profile of the content of courses that survey the History of Art Education. 

This information will be used as part of a doctoral study at Texas Tech University, 

Lubbock Texas, that focuses on significant periods in the History of Art Education. 

Though a list of institutions will accompany the survey results, the individual institution 

responses will remain anonymous. 

A S.A.S.E is provided for your convenience. Please return the questionnaire by 

November 20, 1996. 

If this questionnaire has been misdirected, please forward it to the appropriate person. 

Thank you for your valuable time and consideration. Your participation and response 

is gratefully appreciated. 

Sincerely, 

Oliver McRae 
Art Department 
Texas Tech University 
Lubbock, TX 79409 - 2081 

Fax 806) 742 1971 
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Art Education Questionnaire 

What text and/or printed resources do you use to teach the history of 

art education? This may be a Foundations, undergraduate, or graduate level course. 

Please list below, or if appropriate this question may be answered with a copy of 

the Course Syllabus, Reading List, and/or your course Bibliography. 

Thank You 
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APPENDIX D 

SURVEY LITERATURE OF THE HISTORY OF ART 

EDUCATION 
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APPENDIX E 

PROTECTION OF HUMAN SUBJECT APPROVAL FOR 

BEAUX ARTS SCULPTOR CONTACT AND 

INTERVIEW 

TEXAS TECH UNIVERSITY 
office of Research Services 

203 Holden Hall 
Lubbock, Texas 79409-1035 
(806) 742 3884/FAX (806) 742-3892 

February 29, 2000 

Dr. Karen T. Keifer-Boyd 
Mr. Richard Oliver McRae n 
Art 
MS 2081 

RE: Project 00011 Toward an Understanding of the Beaux Arts Curriculum: A 
Survey of Six American Sculptors Educated in Beaux Arts 
Academies in the First Half of the Twentieth Centiuy—Group II 

Dear Dr. Keifer-Boyd: 

The Texas Tech University Committee for the Protection of Human Subjects has approved 
your proposal referenced above. The approval is effective from February 1,2000 through 
January 31, 2001. You will be reminded ofthe pending expiration one month prior to January 
31, 2001 so that you may request an extension if you wish. 

The best of luck on your project. 

Sincerely, 

K^cU^ p MtUp^/(g3 
Dr. Richard P. McGlynn, Chair 
Human Subjects Use Committee 
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APPENDIX F 

BEAUX ARTS ACADEMY SCULPTOR CONTACT 

LETTER 

Subject's Name 
Subject's Address 

10 April 1998 

Dear Sir, 
I have your name and address from Ms. Kathleen Hahn of the National Sculpture 

Society. She recommended you as a sculptor who might be receptive to my research. 1 
spoke with you by phone some 6 months ago about your Academy training, and your 
willingness to participate in a survey of figurative sculptors. 

I am a doctoral student at Texas Tech University in Lubbock Texas. 1 am currently 
writing my doctoral dissertation; it's focus is the Sculpture Curriculum of the Fine Arts 
Academy System. 

It is my research hypothesis that the Fine Arts Academy Sculpture Curriculum was 
more extensive than described by historians of art education. To test this hypothesis I am 
conducting a survey of the students of the various Fine Arts Academies in America during 
the middle half of tiiis century - Philadelphia, New York, etc. Your recollection of your 
educational experiences are respectfully requested for the completion of this survey. 

The interview survey consists of approximately 30 questions conceming your 
academy experience and sculpture training. It will be conducted by telephone, and should 
require no more that 20 minutes of your time. (If it is more convenient for you, the 
interview questions can be mailed to you, to complete at your leisure.) 

Your gracious willingness to participate in this questionnaire is greatly appreciated 
and will significantly contribute to a more accurate perception of the Fine Art Academy as 
cin art education institution. 

The Survey Questionnaire is divided into three parts. 

Part 1 asks you to identify yourself, where you studied and with whom you 
studied. 

Part II concerns the training you received at a Fine Arts Academy or School 
of Design and requires no preparation or review on you part. 

Part 111 asks you to respond to quotations of scholars of art education about 
the Fine Arts Academy System. 
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For greater accuracy of information, the survey responses are organized along a 
Frequency Scale. There are 7 answers for each question - Never, Rarely, Occasionally, 
Half of the Time, Often, Most of the Time, Always. You will be asked to select the 
most accurate answer. 

For your convenience, a printout of the 7 possible answers is provided. It would 
greatly help the interview process if you would have it with you for the interview and refer 
to it in choosing your answers. 

I will contact you by telephone the last two weeks in April, mid-morning your time. 
We can conduct the interview at that time, or if it is inconvenient, we can set up a more 
suitable time. 

Most sincere thanks for your willingness to participate in this research. 

Oliver McRae 
Ph.D Candidate, Texas Tech 
4508 39th 
Lubbock, TX 70414 
(806) 797-4244 
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APPENDIX G 

BEAUX ARTS ACADEMY INTERVIEW 

QUESTIONNAIRE: SCULPTOR BASE LINE DATA 

Laci de Gerenday 

Category I: Questions establishing Subject Baseline Data Identification 

Please state your ncime, and date of birth. 

Laci de Gerenday 17 August 1911 

What is the usual subject matter of your sculpture? 

Religious themes arui animals. 

For whom are your sculptures intended? civic centers, private corporations, 

individuals? 

For all purposes, public and private. 

Where did you receive your sculpture training, and what were the years of attendance? 

NatioruU Academy of Design 1932-34 

Beaux Arts Institute 1934-35 

Besides this formal training, were there other ways you leamed to sculpt? 

Yes, I studied privately with Alexander Finta, became his assistant arui 

disciple. I was with him about eight years. 
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Evangelos Fmdakis 

Category 1: Questions establishing Subject Baseline Data Identification 

Please state your name, and date of birth. 

Evangelos Frudakis 13 May 1921 

What is the usual subject matter of your sculpture? 

people, animals, portraits, bas relief, medals!plaques, monuments, 

fountains, religious 

For whom are your sculptures intended? civic centers, private corporations, 

individuals? 

all ofthe above, public sculpture, commemorative plaques, portraits 

Where did you receive your sculpture training, and what were the years of attendance? 

WRA evening classes. 1934-37 

Greenwich Workshops For youth; Established by the Board of Education, 

as a School of Iruiustrial Arts; Vocational training by professiormls. 

Frudakis studied sculpture: carving. 1935-39 

Beaux Arts Institute of Design Evening classes in Figure & Portrait, 

Omamental; Rotating Instructors from National Sculpture Society; Beaux 

Arts Program (prize competition) - collaboration between students of 

architecture, painters and sculptors, done outside of class. 1939-41 

Pennsylvania Academy ofthe Fine Arts 1941-42; interrupted by military 

service, returned 1945-49 

American Academy in Rome entirely self structured, no classes, studio 

space and models were provided; attended by students of Painting, 

Sculpture, Architecture, Music, Landscape Architecture - all working on 

private projects. All had to take Classical Studies class. 
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Besides this formal training, were there other ways you leamed to sculpt? 

The entire academy curriculum was self structured - the student was 

completely free to participate as much or as little has each chose. 

The fundamental figure drawing curriculum ofthe academy was thought of 

as an introduction to the field; it is up to the student to enter the field and 

draw from its many available resources in the advancement of his own 

knowledge. 
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Walker Hancock 

Category I: Questions establishing Subject Baseline Data Identification 

Please state your name, and date of birth. 

Walker Hancock 28 June 1901 

What is the usual subject matter of your sculpture? 

Portraits arui monuments. 

For whom are your sculptures intended? civic centers, private corporations, 

individuals? 

All three. 

Where did you receive your sculpture training, and what were the years of attendance? 

St. Louis School of Fine Arts at Washington Univ. 1915-20 

Pennsylvania Academy of Fine Arts 1920-24 

American Academy of Rome 

Besides this formal training, were there other ways you leamed to sculpt? 

No, that was it. 
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Charles Parks 

Category I: Questions establishing Subject Baseline Data Identification 

Please state your name, and date of birth. 

Charles Parks 22 June 1922 

What is the usual subject matter of your sculpture? 

The human figure. 

For whom are your sculptures intended? civic centers, private corporations, 

individuals? 

All ofthe above, as well as churches. 

Where did you receive your sculpture training, and what were the years of attendance? 

Graphic Sketch Club in Philadelphia 1936-1940 

This was based in the Philadelphia Museum of Art 

Pennsylvania Academy ofthe Fine Arts 1946-1952 

No degree was granted 

Sculpture students could atterui any class they wanted, even 

painting. 

Evening courses (lecture style): 

- Antique Drawing (plaster casts) 

- Anatomy 

- Perspective Drawing 

- Art History 

Presentations by Working/Guest Artists 

Students could apply this knowledge to their studio work during the 

day if they choose or not. 

Besides this formal training, were there other ways you leamed to sculpt? 

137 



Rudolph Torrini 

Category I: Questions establishing Subject Baseline Data Identification 

Please state your name, and date of birth. 

Rudolph Torrini 31 March 1923 

What is the usual subject matter of your sculpture? 

Church: religious, old testament 

For whom are your sculptures intended? civic centers, private corporations, 
individuals? 

All ofthe above. Hospitals, Churches. 

Where did you receive your sculpture training, and what were the years of attendance? 

Washington University of Fine Arts 1946-49 

Accademia di Belle Arti 1949-50 

University of Notre Dame 1957-59 

Besides this formal training, were there other ways you leamed to sculpt? 

By looking, traveling, seeing. 
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Robert Weinman 

Category I: Questions establishing Subject Baseline Data Identification 

Please state your name, and date of birth. 

Robert Weinman 19 March 1915 

What is the usual subject matter of your sculpture? 

it varies: animals, people, portraits, statues, mostly commissions 

For whom are your sculptures intended? civic centers, priUBte corporations, 

indiuidualsi 

churches, firms, colleges (achievement awards for these last two) 

Where did you receive your sculpture training, and what were the years of attendance? 

Natiorml Academy of Design day student 1931-33; evening classes 1933-39 

Besides this formal training, were there other ways you leamed to sculpt? 

Father^s Apprentice 1933-42 
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APPENDIX H 

BEAUX ARTS ACADEMY INTERVIEW 

QUESTIONNAIRE: SCULPTOR RESPONSES 

Subject I 

Category II: Questions regarding Your Academy Experiences 

The following questions refer to your experiences at any Fine Art Academy or Schools 

of Design you might have attended. For the sake of convenience these various institutions 

are being subsumed under the category of the Fine Arts Academy System. 

How often did you draw at the academy? 

The first year all the time - from plaster casts. But after that I spent most of 

my time sculpting. 

N R O H 0 M A 

How often did you sculpt at the academy? 

N R O H O M /? 

How often did you Draw from the live, nude human model at the academy? 

When I had to draw I did it. But I spent most of my time time sculpting 

rather than drawing. 

N R O H 0 M A 

How often did you Sculpt from the live, nude human model at the academy? 

N R O H O M A 

How often did you Draw from a draped human model at the academy? 

Students would set the pose - sometimes a robe or drape was used. 

N R 0 H O M A 

How often did you Sculpt from a draped human model at the academy? 

N R 0 H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of the draped figure, or 

b) Just an occasional enercise, or 
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The life instructor came in about once a month. I was the moderator, I 

would set the pose. Sometimes I might throw a drape around her or so. 

c) something dealt with in discussions? 

IF "N" = NEVER: 

Where then were you expected to leam how to sculpt drapery or draped 

cloth? 

The student was expected to learn this on his own from studying plaster 

casts of classical sculpture at the academy and at the Metropolitan museum. 

The Metropolitan had an agreement with the academies: a serious student 

could come and set up a stand and copy/study a work of art. 

How often did you Draw from a human model in costume, for example Greek or Arab 

costume, or medieval armor at the academy? 

N /? O H O M A 

Painters arui Illustrators would do this quite often at the academy. You 

could go in and do it if you wanted; it was open to anybody who wanted to 

do it; you just take in your oils and do it. 

How often did you Sculpt from a human model in costume, for example Greek or 

Arab costume, or medieval armor at the academy? 

N /? O H O M A 

IFANYATALL: 

Wcis this part of: 

a) a structured study of period dress, or 

There was a class specifically for costumes. As with all Academy classes, 

this was open to anybody who wanted to participate. It was the student's 

choice to take advantage of it or rwt. 

b) just an occasional exercise, or 

c) something dealt with in discussions? 
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IF "N" = NEVER: 

1) What provisions were made for you to leam of different period 

dress? 

2) How were you prepared for a sculpture commission of a knight, 

political leader in period dress, or GrecoRoman armor? 

You learned the process: sculpt the nude figure first, then hang the drapery 

on it or a dummy. I still do a nude first, even for a clothed figure. 

These things are learned in the shop of a nmster sculptor. You hire yourself 

out to a commission monument sculptor. He would let the assistants work 

on the project - shoes for example: the apprentice would block it in, arui the 

master would show him how to finish it. 

How often did you Draw architectural omamentation, forms, or embellishments at the 

academy? 

N R (7 H O M A 

How often did you Sculpt architectural omamentation, forms, or embellishments at the 

academy? 

N R 0 H O M A 

Both the Greenwich Workshop and the Beaux Arts Institute of Design 

offered classes for people going into architectural shops, as professiorml 

orrmmental sculptors. They had a structured course teaching geometry; it 

was a very systematic, worked-out methodology doing capitols, acanthus 

leaves, etc. You could do it if you wanted or not. We called it ''Cabbage 

Art". I choose not to do this very much. 

IFANYATALL: 

Was there an opportunity to blend these forms with human elements, or 

incorporate human figures with them, as one would find with Caryatids; 

Atiantes; Hermes; omcunental, keystone heads or masks over 

entryways; or other architectural figures such as one finds in a 

Tympanum? 
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IFANYATALL: 

Was this part of: 

a) a structured Study Of architectural 
embellishment, or 

Looking at the Bulletin ofthe Beaux Arts Institute of Design arui monthly 

magazine, this one from the 1930s. The Beaux Arts Institute of Design was 

founded in 1916 and had four courses of study: Architecture, Architectural 

Orrmmentation, Sculpture, and Mural Painting. The courses were in the 

evening. They developed the program (competition) arui project that ail 

academies arui schools in the United State competed in. 

There were competitions for Orruimental Modelers. They were taught 

specific methods, systems, arui principles. Ornamental Modelers had 

training in the figure. Modelers are separate from Sculptors. It was 

allowed to crossover or study in both professions; it was the iruiividuals 

choice. 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam architectural forms? 

2) How were you prepared for a sculpture commission of 

Caryatids, Atiantes, Hermes', omamental heads over 

entryways, or figures mixed with architectural decoration? 

The Pennsylvania Academy of Fine Arts offered evening courses, after the 

regular classes, that were about 1 hour, once a week. They were electives, 

the student could atterui or rwt. They were: Dynamic Symmetry, Perspective 

(3 point). Lettering, Art History, Anatomy. They would provide home 

work, the student could do it or rwt, the student's choice, such as bones of 

a skeleton to reconstruct. Perspective was preparation for the architectural 

competitions. The classes were to prepare you to be a professional 

sculptor. 
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How often did you Draw flora such as roses, poppies, lilies, daisies, palm branches 

etc. at the academy? 

N /? O H O M A 

How often did you Sculpt flora such as roses, poppies, lilies, daisies, palm branches 

etc. at the academy? 

N /? O H O M A 

IFANYATALL: 

Was this part of: 

a) a structured study of flora, or 

At the Greenwich Workshop arui the Beaux Arts Institute this was offered 

to ornamental modelers in structured classes. They worked on disciplined 

projects. 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

flowers or other flora? 

Methods of sculpting: building an armature, observing rmture. 

2) How were you prepared for a sculpture commission that 

involved flora? 

This was to be learned in a master's atelier working for him on his 

commissions. The academy is an introduction to sculpture. Learning was 

expected to continue outside of class arui after formal academy training was 

finished. 

The Greek and Renaissance artists were generalists: one artist did it all 

decoration, architecture, sculpture, etc. The French Beaux Arts way is to 

specialize, so one becomes very good at one thing, but still have knowledge 

of how the others (architecture, painting, etc.) worked. 
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How often did you Draw lions at the academy? 

N R O H O M A 

How often did you Sculpt lions at the academy? 
N R O H O M A 

IFANYATALL: 

Wcis this part of: 

a) a stmctured study of feline anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

lions? 

2) How were you prepared for a sculpture commission of lions 

flanking the entry of a library or governmental building? 

It was common for sculptors to hire specialist sculptors to do their horse or 

lions for them. These sculptor specialists had learned it from the earlier 

generation of specialist sculptors who had their own atelier classes. 

If a faculty (academy) instructor was an animalier he would bring his 

specialization into the academy. Students could choose the instructor they 

wanted to work with, as well as attend whatever class or group they choose 

to work with. 

Extracurricular or adjunct activities were the norm. 

Friday I would leave the Greenwich Workshop and go to the zoo arui draw 

animals. 

Instructors would take students to new museum shows of contemporary 

artists, which would involve discussions. We would visit sculptors' 

studios to see how they worked. 
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How often did you Draw horses at the academy? 

N R O H O M A 

The Pennsylvania Academy of Fine Arts had a summer campus called 

Chester Springs. There was an erwlosed barn where students could set up 

their stands, arui sculpt or draw or paint while the animal wandered arourui 

or grazed. They had horses, goats, a donkey, sheep, geese, ducks, arui 

dogs. The instructor would provide critiques arui this is where a student 

would learn. The instructor was a renowned animalier. At the end ofthe 

summer was a competition - the best of what ever was done that surruner. 

How often did you Sculpt horses at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of equine anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

horses? 

2) How were you prepared for a sculpture commission for an 

equestrian composition? 

Thomas Eakins would bring a live horse into the academy for the students 

to work from. He would also lead anatomy dissecting classes on the horse. 

How often did you Draw birds or any part of birds such as wings at the academy? 

N R O H O M A 

At the Chester Springs Campus one could do it all summer long. 
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How often did you Sculpt birds or any part of birds such as wings at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of bird anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" - NEVER: 

1) What provisions were made for you to leam how to sculpt 

eagles or angel's wings? 

2) How were you prepared for a sculpture commission of an eagle 

for a governmental building or memorial, or an angel for a tomb 

or a cemetery? 

Category III: Questions derived from History of art Education Literature 

The following questions specifically quote certain perceptions that appear in scholarly 

art education literature about the academy system at the tum of the century. Prior to getting 

your response to these perceptions, I'd like to establish your own perceptions of the beaux 

arts academy system. 

Have you found that your art training through the academy system has been: 

a) beneficial in your life as an artist 

A great benefit 

or 

b) of httle value? 

In what ways was it beneficial? 

It exposed one to the procedure or system ofthe art. 

One learned of all the available resources one could use as a professional 
artist. 
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Did you enjoy your academy experience? 

Yes, every one of them. 

Following are questions that quote the perceptions of the Fine Art Academy system by 

historians of art education. 

From your experience with the academy system do you find it: "a rigid system that 

produced mechanical and stylized art work"? 

On the contrary, I think it was the other way. The open system allowed the 

student to participate or not. The instructors were there to help you with 

what you needed. 

Would you define your academy experience as "only drawing from the figure". 

/ think we talked about the sculpture. 

Why do you think an art education historian would describe the academy as: "a 

backward institution"? 

Because they did not have the real experience. If they define a system that 

teaches specific things as backwards, well then so it is. 

Would you agree that it was an institution that: "produced huge numbers of mediocre 

artists, who ended up in economic misery"? 

Not from among the students who stuck it out. That statement is 

exaggerated. Every field has its drop outs, uncommitted, underachievers. 

There are very few true successes in any field. 

Academies were rwt factories. They help students become what they 

desired arui worked to be. Failure is due to the student, not the academy. 

Much of the literature on the fine arts academy system records a negative bias. What 

do you think this refers to? 
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Any institution can devolve into political strife. An historian can focus on 

any aspect of an organization that he wishes. 

What do you think could account for this negative perception? 

Because the historians do rwt go to the actual source to get their 

information. 
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Subject II 

Category II: Questions regarding your Academy Experiences 

The following questions refer to your experiences at any Fine Art Academy or Schools 

of Design you might have attended. For the S2ike of convenience these various institutions 

are being subsumed under the category of the Fine Arts Academy System. 

How often did you draw at the academy? 

There were four courses of drawing: 
Antique (Plaster Casts): 

heads 
omament 

Antique and Full (Plaster Casts): 
body parts 
full figures 

Life I: 
charcoal 

Life U: 
paint 
pastels 
printing 

N R O H O M /? 

How often did you sculpt at the academy? 

In 1936 the academy revived evening sculpture classes 

5 nights a week, 3 hours each night, 

1 pose per week, 112 life size 

N R O H O M /? 

How often did you Draw from the live, nude human model at the academy? 

N R O H O M /? 

How often did you Sculpt from the live, nude human model at the academy? 

N R O H O M /? 

Jennewein was the instructor. He had formulas for every part ofthe human 

figure. The foot had to be just a certain way, the hand, and so on. 

How often did you Draw from a draped human model at the academy? 

N R 0 H O M A 

The life class for painters did more of this. 
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How often did you Sculpt from a draped human model at the academy? 

N R 0 H O M A 

The sculptors work mostly from the nude model. Sometimes drapery was 

used as a compositional device. 

IFANYATALL: 

Was this part of: 

a) a stmctured study of the draped figure, or 

b) Just an occasional enercise, or 
c) something dealt with in discussions? 

Emphasis was deperuient on the instructor. Within the basic courses he 

would give special instruction in whatever was special to him; if he was 

particularly good with animals then he would bring some of that into the 

class. With composition, anatomy, drapery it depended on what the 

instructor wanted to do. 

IF "N" = NEVER: 

Where then were you expected to leam how to sculpt drapery or draped 

cloth? 

The Metropolitan Museum had a woruierful collection of antiquities. You 

were expected to learn it on your own. The academy had a woruierful 

collection of casts. You could get your modeling stand arui go down and 

study them; that's what they were therefor. 

How often did you Draw from a human model in costume, for example Greek or Arab 

costume, or medieval armor at the academy? 

N R 0 H O M A 

About 20% ofthe time. The painters did more of this. At the academy, the 

classes were open, nobody cared whether you attended or not. You could 

go in and work on the project if you wanted, conversely, if you didn't like a 

project or model you didn't have to attend, nobody cared. 
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How often did you Sculpt from a human model in costume, for example Greek or 

Arab costume, or medieval armor at the academy? 

N /? O H O M A 

Maybe 10-15 % ofthe time 

IFANYATALL: 

WJIS this part of: 

a) a stmctured study of period dress, or 

b) Just an occasional enercise, or 
c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam of different period 

dress? 

2) How were you prepared for a sculpture commission of a knight, 

political leader in period dress, or GrecoRoman armor? 

You were expected to do go to the Metropolitan museum and study. It had 

a woruierful collection - swords, armor, wonderful sculptures and 

paintings. Arui at that time nobody was in there; rww you have huge 

crowds. 

Traphagen and Cooper Union had a more practical approach, preparing 

students for the paid professions, working with architects. They prepared 

the students better for that type of thing. 

Because the Natiorml Academy was free (nomiruil cost) people who couldn't 

afford college or wanted to hang out with, or meet artists would atterui. 

Only about 30-35% went on to become artists. 

How often did you Draw architectural omamentation, forms, or embellishments at the 

academy? 

N /? O H O M A 

How often did you Sculpt architectural omamentation, forms, or embellishments at the 

academy? 
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N /? O H O M A 

Peter Cooper Union, Pratt Institute, arui the Beaux Arts Institute were 

focused on vocational training arui student placement. Their classes were 

moreplarmed out and practically oriented. 

IFANYATALL: 

Was there an opportunity to blend these forms with human elements, or 

incorporate human figures with them, as one would find with Caryatids; 

Atiantes; Hermes; omamental, keystone heads or masks over 

entryways; or other architectural figures such as one finds in a 

Tympanum? 

There was a distirwtion between Modelers arui Sculptors. 

Modelers were the architectural sculptors, they worked for a steady wage in 

the modeling shops, and were unionized. They did the designs ofthe 

architects arui for this reason were not considered real artists. We were 

young and arrogant, arui tended to think of them as "hacks". We thought of 

them as "slobs" and they thought of us as "snobs". They did other peoples' 

designs. 

Sculptors were the "bow tie" artists. We were self employed, and did our 

own designs. The sculptors worked at a "profession" whereas the modelers 

worked at a "trade". 

I needed some special sculpture work done for a medal I was doing and 

went to Rochet and Parzini. They had a directory from 1922-25 of all the 

modeling shops in the rwrtheast. There were some 60 shops listed in the 

directory; when I visited them in 1960 they had all closed down and only 

three remained. Rochet arui Parzini were the last modeling shop in New 

York. They had plasterers, and clay modelers who did both ornamental arui 

figurative work. 

IFANYATALL: 

Was this part of: 

a) a stmctured study of architectural embeUishment, or 
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b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam architectural forms? 

The European academies were different. They taught more by rote and 

rules. Because ofthe arrwunt of sculpture that was done, their training was 

more rigorous and thorough. 

2) How were you prepared for a sculpture commission of 

Caryatids, Atiantes, Hermes', omamental heads over 

entryways, or figures mixed with architectural decoration? 

The competition project focused on ail these designs, the keystone heads, 

etc. It was a competition between ail ofthe academies in America. Students 

could work on it or rwt, but there were prizes and those that did could of 

course win the prizes. They awarded a 1st, 2nd, arui 3rd prize. 1st prize 

was three year study money in Rome or Paris - the Prix de Rome. You had 

4 to 6 weeks to complete the project. It was done outside of class. We 

would also have smaller competitions during the year. The purpose ofthe 

competition was to practically teach students the commission process, to 

seek out arui learn the things you needed to know on your own. It was 

done outside of class. Students of architecture, sculpture, mural painting, 

and landscape architecture collaborated together. The instructors were there 

to help you, they would make suggestions arui give criticism along the way. 

The final presentation was a full rendering with watercolors and maquettes. 

The instructor would choose the top 10 or so and tell why they were good, 

or what was weak about them, and you would learn from this. 

The Beaux Arts Institute of Design offered courses in painting and sculpting 

the ornament - Greek, Renaissance, Gothic designs. 

How often did you Draw flora such as roses, poppies, lilies, daisies, palm branches 
etc. at the academy? 

N R O H O M A 
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How often did you Sculpt flora such as roses, poppies, lilies, daisies, palm branches 

etc. at the academy? 
N R O H O M A 

The modelers received this training. The practice was for the modeler, or 

sculptor for that matter, to rough in the design in clay. Then the carver 

would finish it. This worked so well because each person was highly 

trained in his craft. 

IFANYATALL: 

Was this part of: 

a) a stmctured study of flora, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

flowers or other flora? 

2) How were you prepared for a sculpture commission that 

involved flora? 

The Natiorml Academy did not have any training for modelers. The 

instructors may have some skill in this area, arui may have you do 

something like this once in a while, and of course they could derrwnstrate it 

for you arui help you if you were having problems. 

How often did you Draw lions at the academy? 

N R O H O M A 

How often did you Sculpt lions at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of feline anatomy, or 

b) just an occasional exercise, or 

155 



c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

lions? 

2) How were you prepared for a sculpture commission of lions 

flanking the entry of a library or governmental building? 

You would go to the zoo and study the animal there. The zoo had an 

agreement with the art schools. In the zoo office they had a small cage, and 

if you were a serious artist, or from the academy, they would corral the 

animal into this cage arui you could draw, or paint, or set up your modeling 

stand arui work from the animal. 

You could also work from books, there were woruierful books on animal 

anatomy. 

The animaliers, those artists who specialized in animals, would learn to 

sculpt animals by studying them at the zoo, arui also in the studios of older 

artists. They would apprentice themselves to artists who were proficient, or 

had specialized in animals. 

How often did you Draw horses at the academy? 

N R O H O M A 

How often did you Sculpt horses at the cicademy? 

N R O H O M A 

/ did it on my own, for myself because I wanted to. I would look at 

books, look at the equestrian monuments around the city, and I would hop a 

train out to the country arui look at the real thing. 

IFANYATALL: 
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Was this part of: 

a) a stmctured study of equine anatomy, or 

b) just an occasion2d exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

horses? 

2) How were you prepared for a sculpture commission for an 

equestrian composition? 

How often did you Draw birds or any part of birds such as wings at the academy? 

N R O H O M A 

How often did you Sculpt birds or any part of birds such as wings at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of bird anatomy, or 

b) just an occasional exercise, or 

c) something dealt witti in discussions. 

IF "N" - NEVER: 

1) What provisions were made for you to leam how to sculpt 

eagles or angel's wings? 

2) How were you prepared for a sculpture commission of £m eagle 

for a governmental building or memorial, or an angel for a tomb 

or a cemetery? 

Jennewein, who was an instructor when I was there, did very good eagles. 

He would give occasional lectures or demonstrations on the structural 

anatomy ofthe bird. 
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At the Beaux Arts Institute of Design the instructors would be more 

qualified arui could offer training in this area. 

Category III: Questions derived from History of art Education Literature 

The following questions specifically quote certain perceptions that appear in scholarly 

art education literature about the academy system at the tum of the century. Prior to getting 

your response to these perceptions, I'd like to establish your own perceptions of the beaux 

arts academy system. 

Have you found that your art training through the academy system has been: 

a) beneficial in your life as an artist 

Absolutely 

or 

b) of httle value? 

In what ways was it beneficial? 

It ermbled me to pursue my career. 

Did you enjoy your academy experience? 

Yes. It provided a body of people by which to measure your own growth. 

You learned more from other students than anything; how they thought arui 

solved the problem. 

Following are questions that quote the perceptions of the Fine Art Academy system by 

historians of art education. 

From your experience with the academy system do you find it: "a rigid system that 

produced mechanical and stylized art work"? 

That would depend on the time period arui the school. In Gerrrmny I would 

say Yes. But in France and during the Romantic times, no, not at all. 

Would you define your academy experience as "only drawing from the figure". 

No. As I've said, I was sculpting all the time. 
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Why do you think an art education historian would describe the academy as: "a 

backward institution"? 

Because they want to perpetuate the perceptions and beliefs that they have 

established about classical art. 

Would you agree that it was an institution that: "produced huge numbers of mediocre 

artists, who ended up in economic misery"? 

Not huge numbers, but many, yes. It is like any field that has its dropouts 

those who are not committed. In the academy the student was given the 

freedom to develop as best as he could. 

Much of the literature on the fine arts academy system records a negative bias. What 

do you think this refers to? 

They are outsiders looking in. They talk about things that they have no 

actual experierwe and krwwledge of 

What do you think could account for this negative perception? 

They are guilty of accuiemic parroting older perceptions. They have a 

professional investment in their stance. Like any company or institution, 

their beliefs have to survive. 
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Subject III 

Category II: Questions derived from Beaux Arts Sculpture Artifacts that address the 

Subiect's Academy Experiences 

The following questions refer to your experiences at any Fine Art Academy or Schools 

of Design you might have attended. For the sake of convenience these various institutions 

are being subsumed under the category of the Fine Arts Academy System. 

How often did you draw at the academy? 

N R 0 H O M fl 

The first year ALWAYS, after that only OCCASIONALLY. 

The first year was charcoal drawing. 

How often did you sculpt at the academy? 

N R O H O M ^ 

How often did you Draw from the live, nude human model at the academy? 

N R O H 0 M A 

Twice a week 

How often did you Sculpt from the live, nude human model at the academy? 

N R O H O M ^ 

All day, everyday. Full figures arui portraits/heads. 

How often did you Draw from a draped human model at the academy? 

N R O H O M A 

How often did you Sculpt from a draped human model at the academy? 

N /? O H O M A 

Maybe six time total. 

IFANYATALL: 

Was this part of: 

a) a stmctured study of the draped figure, or 

b) Just an occasional enercise, or 
c) something dealt with in discussions. 

Instructors would give you assistance if you asked for it. And in critiques it 

could be dealt with, arui you would learn from that. 
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IF "N" = NEVER: 

Where then were you expected to leam how to sculpt drapery or draped 

cloth? 

You were expected to learn it on your own. Instructors were available to 

help you arui give what they could, based on their expertise. 

How often did you Draw from a human model in costume, for example Greek or Arab 

costume, or medieval armor at the academy? 

N R O H O M A 

How often did you Sculpt from a human model in costume, for example Greek or 

Arab costume, or medieval armor at the academy? 

N R O H O M A 

Evening courses for fashion designers were available at the University of 

Permsylvania. 

IFANYATALL: 

Was this part of: 

a) a stmctured study of period dress, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam of different period 

dress? 

None, it was up to each student to learn what they needed to practice 

sculpture. You weren't going to be spoonfed as a commission sculptor, 

you were on your own. So you had to learn toferulfor yourself 

2) How were you prepared for a sculpture commission of a knight, 

political leader in period dress, or GrecoRoman armor? 
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How often did you Draw architectural omamentation, forms, or embellishments at the 

academy? 

N R O H O M A 

How often did you Sculpt architectural omamentation, forms, or embellishments at the 

academy? 

N R O H O M A 

/ was doing this in my own studio. 

IFANYATALL: 

Was there an opportunity to blend these forms with human elements, or 

incorporate human figures with them, as one would find with Caryatids; 

Atiantes; Hermes; omamental, keystone heads or masks over 

entryways; or other architectural figures such as one finds in a 

Tympanum? 

IFANYATALL: 

Was this part of: 

a) a stmctured study of architectural embellishment, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam architectural forms? 

There were resources in the city arui at the academy that were available for 

the students if they wanted to use them. The academy had a fine library, a 

woruierful collection of plaster casts, and the museum collection ofthe 

University of Pennsylvania was there as well. There were also composition 

problems that were assigned about 3 times a semester. Students could 

participate or not. Arui the instructors were usually there to help you. 

2) How were you prepared for a sculpture commission of 

Caryatids, Atiantes, Hermes', omamental heads over 

entryways, or figures mixed with architectural decoration? 
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Attendance at the academy was completely up to each individual; you could 

come or not, they didn't take role. The academy expected you to be 

iruiependent, to be self motivated, and do your own research, and use the 

resources that were available. 

How often did you Draw flora such as roses, poppies, lilies, daisies, palm branches 

etc. at the academy? 

N R O H O M A 

How often did you Sculpt flora such as roses, poppies, lilies, daisies, palm branches 

etc. at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of flora, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

flowers or other flora? 

You had to learn it on your own. 

2) How were you prepared for a sculpture commission that 

involved flora? 

Serious sculpture students were expected to enter into apprenticeships with 

established sculptors. 

At the academy you would do your own designs arui compositions and 

bring them in to be critiqued by the instructor. A lot of learning took place 

in the criticism given by the instructor. 

How often did you Draw lions at the academy? 

N R O H O M A 
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How often did you Sculpt lions at the academy? 
N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of feline anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

lions? 

2) How were you prepared for a sculpture commission of lions 

flanking the entry of a library or governmental building? 

There was an arrangement between the academy cmd the Philadelphia Zoo. 

Students could draw or sculpt from the animals. When the animal 

sculptures were brought back to class they were critiqued by the instructor. 

He might show you how to do some detail better. 

But it was completely up to the students' own initiative; you had to seek it 

out yourself. 

How often did you Draw horses at the academy? 

N R O H O M A 

How often did you Sculpt horses at the academy? 

N R O H O M A 

Not at the academy, but on my own. 

IFANYATALL: 

Was this part of: 

a) a stmctured study of equine anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 
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IF "N" = NEVER: 

1) What provisions were made for you to leeim the stmcture of 

horses? 

The academy had the Chester Springs campus where you could go in the 

summer. 

2) How were you prepared for a sculpture commission for an 

equestrian composition? 

This was a transitiorml time when I was atteruiing. The old system was 

coming to an erui. Equestrian monuments arui traditional, classical themes 

were no longer needed as they once were. The modernist ideas of direct 

carving were becoming of greater concern. 

The collaborative problem with an architect, with a large travel prize 

attached was also dying out. Architects weren't using sculpture as much 

any more, and there wasn't a need for this kind of competition where all of 

the arts worked together on a problem. It used to be an important part of 

every semester. 

How often did you Draw birds or any part of birds such as wings at the academy? 

N R O H O M A 

How often did you Sculpt birds or any part of birds such as wings at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of bird anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" - NEVER: 

1) What provisions were made for you to leam how to sculpt 

eagles or angel's wings? 

/ went and studied the stuffed birds at the Natural History Museum. 
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2) How were you prepared for a sculpture commission of an eagle 

for a governmental building or memorial, or an angel for a tomb 

or a cemetery? 

Category III: Questions derived from History of art Education Literature 

The following questions specifically quote certain perceptions that appesû  in scholarly 

art education literature about the academy system at the tum of the century. Prior to getting 

your response to these perceptions, I'd like to establish your own perceptions of the beaux 

arts academy system. 

Have you found that your art training through the academy system has been: 

a) beneficial in your life as an artist 
or 

b) of little value? 

In what ways was it beneficial? 

It gave me satisfaction in my work as a sculptor. 

Did you enjoy your academy experience? 

That's a hard question, liking asking if your happy. Nostalgia remembers 

the good times. It was certainly an inspiring place. But it was hard and 

frustrating. We had a saying, "If your rwt frustrated, your rwt learning." 

Following are questions that quote the perceptions of the Fine Art Academy system by 

historians of art education. 

From your experience with the academy system do you find it: "a rigid system that 

produced mechanical and stylized art work"? 

No, rwt until abstraction took over, then it became quite rigid, because you 

weren't allowed to do anything else. 
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Would you define your academy experience as "only drawing from the figure". 

No, we modeled in clay, arui carved stone and wood. 

Why do you think an art education historian would describe the academy as: "a 

backward institution"? 

Because he doesn't understarui. Its a lack of knowledge. He doesn't have 

any real experience with what he is talking about. 

Would you agree that it was an institution that: "produced huge numbers of mediocre 

artists, who ended up in economic misery"? 

Laughter: They should look at the number of art graduates from the 

universities today. Its the dumbest thing I ever heard. 

Much of the literature on the fine arts academy system records a negative bias. What 

do you think this refers to? 

They are srwbs. These perception are from scholars, who never handled a 

piece of clay or did a work of art that anybody wanted to pay for. Zorach 

said: "the only value to words written about art is their literary value. 

What do you think could account for this negative perception? 

It's the srwb appeal. They're trying to look beyond this time arui art. 

Modern art was ushered in with big money - the Rockefellers dormted 

$20,000,000 to the Museum of Modern Art in 1930. Modern art is 

considered progressive, arui what the corporations are taught is to be 

progressive. 

People with million dollar investments in modern art have afiruincial 

investment in it, and they provide the eruiowments to universities and 

museums. 

Classical sculptors leamed from the master rather than at the academy. 

Tradition was handed down; from the master you learned how to get 

commissions, make contacts. This is why the sculptor's lineage was and 

still is important, who you studied with. 
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Subject IV 

Category II: Questions derived from Beaux Arts Sculpture Artifacts that address the 

Subiect's Academy Experiences 

The following questions refer to your experiences at any Fine Art Academy or Schools 

of Design you might have attended. For the sake of convenience these various institutions 

are being subsumed under the category of the Fine Arts Academy System. 

How often did you draw at the academy? 

N R O H O M ^ 

How often did you sculpt at the academy? 

N R O H O M f? 

How often did you Draw from the live, nude human model at the academy? 

N R O H O M /? 

How often did you Sculpt from the live, nude human model at the academy? 

N R O H O M /? 

How often did you Draw from a draped human model at the academy? 

N f? O H O M A 

How often did you Sculpt from a draped human model at the academy? 

N f? O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of the draped figure, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

/ recall one demonstration on the principles of drapery in St. Louis. 

Anatomy was taught as a staple. Exams in armtomy had to be passed for 

advancement arui graduation. 

IF "N" = NEVER: 

Where then were you expected to leam how to sculpt drapery or draped 
cloth? 

Firui out for oneself 
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How often did you Draw from a human model in costume, for example Greek or Arab 

costume, or medieval armor at the academy? 

N /? O H O M A 

How often did you Sculpt from a human model in costume, for example Greek or 

Arab costume, or medieval armor at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of period dress, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam of different period 

dress? 

2) How were you prepared for a sculpture commission of a knight, 

political leader in period dress, or GrecoRoman armor? 

It was left for the student to firui out for themselves. 

How often did you Draw architectural omamentation, forms, or embellishments at the 

academy? 

N R O H 0 M A 

How often did you Sculpt architectural omamentation, forms, or embellishments at the 

academy? 

N R 0 H O M A 

IFANYATALL: 

Was there an opportunity to blend these forms with human elements, or 

incorporate human figures with them, as one would find with Caryatids; 

Atiantes; Hermes; omamental, keystone heads or masks over 

entryways; or other architectural figures such as one finds in a 

Tympanum? 
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Yes. Sculpture arui architecture were together. Sculptors worked side by 

side with architects. 

The American Academy in Rome was intended to train sculptors arui 

architects to work together. There were no classes, but the Rome academy 

provided a) studio space, b) travel rrwney, and c) access to artists arui art; 

the students could take advantage of this or rwt, it was their choice. There 

was a major problem assigned each year demaruiing that architects, 

sculptors, arui painters work together on it. It was afictiorud assignment, 

but very detailed, a war memorial say. This was done outside of class. At 

the end ofthe year all ofthe projects were brought in and critiqued. The 

one judged best by the committee won the prize. 

IFANYATALL: 

Was this part of: 

a) a stmctured study of architectural embellishment, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam architectural forms? 

2) How were you prepared for a sculpture commission of 

Caryatids, Atiantes, Hermes', omamental heads over 

entryways, or figures mixed with architectural decoration? 

How often did you Draw flora such as roses, poppies, lilies, daisies, palm branches 

etc. at the academy? 

N R 0 H O M A 

How often did you Sculpt flora such as roses, poppies, lilies, daisies, palm branches 

etc. at the academy? 

N /? O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of flora, or 
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b) Just an occasional exercise, or 
c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

flowers or other flora? 

2) How were you prepared for a sculpture commission that 

involved flora? 

A trained eye and sense of design, gained through study, observation, and 

association with great art. 

How often did you Draw lions at the academy? 

N /? O H O M A 

How often did you Sculpt lions at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of feline anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

lions? 

2) How were you prepared for a sculpture commission of lions 

flanking the entry of a library or governmental building? 

Anirruil aruitomy books. 

How often did you Draw horses at the academy? 

N /? O H O M A 
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How often did you Sculpt horses at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a structured study of equine anatomy, or 
b) just an occasional exercise, or 

c) something dealt with in discussions? 

The Pennsylvania Academy had a summer studio at Chester Springs where 

students would work from horses, as well as other animals. There was 

some anirruil aruitomy covered at this time. Of course the instructors were 

proficient in sculpting animals themselves arui could assist arui critique the 

student work. 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

horses? 

2) How were you prepared for a sculpture commission for an 

equestrian composition? 

How often did you Draw birds or any part of birds such as wings at the academy? 

N R O H O M A 

How often did you Sculpt birds or any part of birds such as wings at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of bird anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" - NEVER: 

1) What provisions were made for you to leam how to sculpt 

eagles or angel's wings? 
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After school you would go to the zoo arui study, or the ruitural history 

museum. You also learned from anatomy books. 

2) How were you prepared for a sculpture commission of an eagle 

for a governmental building or memorial, or an angel for a tomb 

or a cemetery? 

The academy assumed the student had the ability to find things out for 

oneself. 

Category III: Questions derived from History of art Education Literature 

The following questions specifically quote certain perceptions that appear in scholarly 

art education literature about the academy system at the tum of the century. Prior to getting 

your response to these perceptions, I'd like to establish your own perceptions of the beaux 

arts academy system. 

Have you found that your art training through the academy system has been: 

a) beneficial in your life as an artist 

Highly! 

or 

b) of httle value? 

In what ways was it beneficial? 

It helped you to see analytically. 

Did you enjoy your academy experience? 

Indeed I did! 

Following are questions that quote the perceptions of the Fine Art Academy system by 

historians of art education. 

From your experience with the academy system do you find it: "a rigid system that 

produced mechanical and stylized art work"? 

No 
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Would you define your academy experience as "only drawing from the figure". 

No 

Why do you think an art education historian would describe the academy as: "a 

backward institution"? 

Igrwrarwe. 

Would you agree that it was an institution that: "produced huge numbers of mediocre 

artists, who ended up in economic misery"? 

That's a silly statement because its obvious that only a small percentage of a 

school population is talented arui strong willed erwugh to carry on. The 

students realized at that time that only about 3% would succeed. So the 

statement is very misleading. 

Much of the literature on the fine arts academy system records a negative bias. What 

do you think this refers to? 

Ignorarwe! Matisse wrote a letter to the Pennsylvania Academy powerfully 

deferuting the necessity of meticulous study of drawing and color before 

branching off into free expression. 

What do you think could account for this negative perception? 

Ignorance. 

The academies did not share the same curriculum. It varied though they all 

worked from the model. 
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Subject V 

Category II: Questions derived from Beaux Arts Sculpttire Artifacts that address the 

Subiect's Academy Experiences 

The following questions refer to your experiences at any Fine Art Academy or Schools 

of Design you might have attended. For the sake of convenience these various institutions 

are being subsumed under the category of the Fine Arts Academy System. 

How often did you draw at the academy? 
N R O H O M f? 

Every day. 

How often did you sculpt at the academy? 

N R O H O M ^ 

Every day. 

How often did you Draw from the live, nude human model at the academy? 

N R O H O M A 

Three time a week. 

How often did you Sculpt from the live, nude human model at the academy? 

N R O H O M A 

When the model was available. 

How often did you Draw from a draped human model at the academy? 

N R 0 H O M A 

How often did you Sculpt from a draped human model at the academy? 

N /? O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of the draped figure, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

Where then were you expected to leam how to sculpt drapery or draped 
cloth? 
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You would set up your own drapery exercises. You also studied other 

artists. In Italy great art is all around you. 

How often did you Draw from a human model in costume, for example Greek or Arab 

costume, or medieval armor at the academy? 

N R O H O M A 

How often did you Sculpt from a human model in costume, for example Greek or 

Arab costume, or medieval armor at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of period dress, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam of different period 

dress? 

None. 

2) How were you prepared for a sculpture commission of a knight, 

political leader in period dress, or GrecoRoman armor? 

How often did you Draw architectural omamentation, forms, or embellishments at the 

academy? 

N /? O H O M A 

How often did you Sculpt architectural omamentation, forms, or embellishments at the 

academy? 

N /? O H O M A 

IFANYATALL: 

Was there an opportunity to blend these forms with human elements, or 

incorporate human figures with them, as one would find with Caryatids; 

Atiantes; Hermes; omamental, keystone heads or masks over 
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entryways; or other architectural figures such as one finds in a 

Tympanum? 

IFANYATALL: 

Was this part of: 

a) a stmctured study of architectural embellishment, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam architectural forms? 

2) How were you prepared for a sculpture commission of 

Caryatids, Atiantes, Hermes', omamental heads over 

entryways, or figures mixed with architectural decoration? 

Learn it on ones own. 

How often did you Draw flora such as roses, poppies, lilies, daisies, palm branches 

etc. at the academy? 

N /? O H O M A 

How often did you Sculpt flora such as roses, poppies, lilies, daisies, palm branches 

etc. at the academy? 

N R 0 H O M A 

Ay part of a design problem. This is trade stuff, things that the craftsmen 

were taught, not the sculptors. 

IFANYATALL: 

Was this part of: 

a) a stmctured study of flora, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

flowers or other flora? 
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2) How were you prepeu-ed for a sculpture commission that 

involved flora? 

How often did you Draw lions at the academy? 

N R O H O M A 

How often did you Sculpt lions at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of feline anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

lions? 

2) How were you prepared for a sculpture commission of lions 

flanking the entry of a library or governmental building? 

You were expected to get it on your own, through persorml research, at the 

Zoo, arui studying other sculptures. 

How often did you Draw horses at the academy? 

N R O H O M A 

How often did you Sculpt horses at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of equine anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 
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IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

horses? 

2) How were you prepared for a sculpture commission for an 

equestrian composition? 

The European system is more independent. No atteruiance was taken. The 

academy didn't care if students came or rwt. Information was there if you 

were hungry. The professor was there and you could talk with him if you 

had an interest. 

How often did you Draw birds or any part of birds such as wings at the academy? 

N R O H O M A 

How often did you Sculpt birds or any part of birds such as wings at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of bird anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" - NEVER: 

1) What provisions were made for you to leam how to sculpt 

eagles or angel's wings? 

2) How were you prepared for a sculpture commission of an eagle 

for a governmental building or memorial, or an angel for a tomb 

or a cemetery? 

The academy was not a trade school! We were expected to get it by 
ourselves. 

In an apprenticeship to a master, you would watch them at work, sculpting. 
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Category III: Questions derived from History of art Education LiteraUire 

The following questions specifically quote certain perceptions that appear in scholarly 

art education literature about the academy system at the tum of the century. Prior to getting 

your response to these perceptions, I'd like to establish your own perceptions of the beaux 

arts academy system. 

Have you found that your art training through the academy system has been: 

a) beneficial in your life as an artist 

Definitely. 

or 

b) of little value? 

In what ways was it beneficial? 

It was an introduction to classical art forms. I learned how to see.. 

Did you enjoy your academy experience? 

Yes very much. 

Following are questions that quote the perceptions of the Fine Art Academy system by 

historians of art education. 

From your experience with the academy system do you find it: "a rigid system that 

produced mechanical and stylized art work"? 

It depends on which academy; the Accademia in Florerwe was rwt. 

Art educators are a pain in the butt. They krww nothing about art, most of 

them have never done it themselves. 

Would you define your academy experience as "only drawing from the figure". 

Of course rwt, I said I did sculpture. Next question! 
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Why do you think an art education historian would describe the academy as: "a 

backward institution"? 

Academic prejudices. People in academia do rwt have the necessary stuff to 

try arui do it themselves, so they become critics. They are art eunuchs. 

Would you agree that it was an institution that: "produced huge numbers of mediocre 

artists, who ended up in economic misery"? 

That is a presumptuous statement. Yes, there were mediocre students, but 

that's not the fault ofthe academy. Students have to go the full way 

themselves. 

Much of the literature on the fine arts academy system records a negative bias. What 

do you think this refers to? 

These people who are writing about it can't do it. They're on the outside 

looking in. 

What do you think could account for this negative perception? 
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Subject VI 

Category II: Questions derived from Beaux Arts Sculpture Artifacts that address the 

Subiect's Academy Experiences 

The following questions refer to your experiences at any Fine Art Academy or Schools 

of Design you might have attended. For the sake of convenience these various institutions 

are being subsumed under the category of the Fine Arts Academy System. 

How often did you draw at the academy? 

N R O H O M ^ 

How often did you sculpt at the academy? 

N R O H O M ^ 

How often did you Draw from the live, nude human model at the academy? 

N R O H O M /7 

How often did you Sculpt from the live, nude human model at the academy? 

N R O H O M /? 

How often did you Draw from a draped human model at the academy? 

N R O H O M A 

How often did you Sculpt from a draped human model at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of the draped figure, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

Where then were you expected to leam how to sculpt drapery or draped 

cloth? 

We were expected to learn it on our own. 

Through study ofthe master painters arui sculptors ofthe past from the 

Archaic on, arui from experimentation. 
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How often did you Draw from a human model in costume, for example Greek or Arab 

costume, or medieval armor at the academy? 

N R O H O M A 

How often did you Sculpt from a human model in costume, for example Greek or 

Arab costume, or medieval armor at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of period dress, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam of different period 

dress? 

Research into the period arui costumes. 

2) How were you prepared for a sculpture commission of a knight, 

political leader in period dress, or GrecoRoman armor? 

Same as above plus a great deal of reading. 

How often did you Draw architectural omamentation, forms, or embellishments at the 

academy? 

N R O H O M A 

How often did you Sculpt architectural omamentation, forms, or embellishments at the 

academy? 

N R O H O M A 

IFANYATALL: 

Was there an opportunity to blend these forms with human elements, or 

incorporate human figures with them, as one would find with Caryatids; 

Atiantes; Hermes; omamental, keystone heads or masks over 

183 



entryways; or other architectural figures such as one finds in a 

Tympanum? 

IFANYATALL: 

Was this part of: 

a) a stmctured study of architectural embellishment, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

At the Beaux Arts Institute they taught: 
- Architecture 
- Landscape Architecture 

Painting 
- Sculpture - which was closed down in 1935. 
- Decoration 

The Decorators did the architectural, decorative sculpture. They were the 

modelers or orrmmental sculptors. 

But when I was there, there was no contact between the various 

departments. 

Sculptors looked down on the decorators as technicians; they had no 

inmgination, they simply executed what the architect designed. 

IF "N" = NEVER: 

1) What provisions were made for you to leam architectural forms? 

Study and research reading from the past. 

2) How were you prepared for a sculpture commission of 

Caryatids, Atiantes, Hermes', omamental heads over 

entryways, or figures mixed with architectural decoration? 

How often did you Draw flora such as roses, poppies, lilies, dciisies, palm branches 

etc. at the academy? 

N R O H O M A 

How often did you Sculpt flora such as roses, poppies, lilies, daisies, palm branches 

etc. at the academy? 

N R O H O M A 
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IFANYATALL: 

Was this part of: 

a) a stmctured study of flora, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

The design group (the decorators) continued after the sculpture department 

was closed down in 1935. The Beaux Arts Institute opted for the practical, 

vocational training over real art. 

Fine Art schools in New York were The National Academy of Design arui 

the Art Students League 

Design schools were Cooper Union arui the Pratt School of Design. 

The Beaux Arts Institute of Design was in the middle. 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

flowers or other flora? 

We studied them on our own 

2) How were you prepared for a sculpture commission that 

involved flora? 

We were expected to research for whatever was required. 

How often did you Draw lions at the academy? 

N R O H O M A 

How often did you Sculpt lions at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of feline anatomy, or 

b) just an occasional exercise, or 
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c) something dealt with in discussions? 

IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

lions? 

Study, research, trips to the zoo arui natural history museum. Learning 

aruitomy of lions arui their bone structure arui musculature. 

2) How were you prepared for a sculpture commission of lions 

flanking the entry of a library or governmental building? 

Same, plus innumerable drawings and sketches ofthe animal uruier study, 

from life whenever possible. 

The Museums arui Galleries - ruitural history as well as art 
Libraries 
Plaster Casts 
Zoos 
Older, professiorud sculptors in their studios 

These were the resources we were expected to use. But our learning was 

self initiated. This was the purpose ofthe big competitions with their 

prizes. If the student was to participate he or she must make use of these 

outside resources. It was expected by the academy that you do these things. 

The academy saw this kind ofiruieperuient learning as preparation for our 

life as professiorml sculptors when we would really be on our own. 

How often did you Draw horses at the academy? 

N R O H O M A 

How often did you Sculpt horses at the academy? 

N R O H O M A 

IFANYATALL: 

Was this part of: 

a) a stmctured study of equine anatomy, or 

b) just an occasioned exercise, or 

c) something dealt with in discussions? 
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IF "N" = NEVER: 

1) What provisions were made for you to leam the stmcture of 

horses? 

Armtomy books and study from the live animal. 

2) How were you prepared for a sculpture commission for an 

equestrian composition? 

By making constant drawings and sketches of horses in all positions. By 

study, study, study! 

How often did you Draw birds or any part of birds such as wings at the academy? 

N R O H O M A 

How often did you Sculpt birds or any part of birds such as wings at the academy? 

N R O H O M A 

IFANYATALL: 

W21S this part of: 

a) a stmctured study of bird anatomy, or 

b) just an occasional exercise, or 

c) something dealt with in discussions? 

IF "N" - NEVER: 

1) What provisions were made for you to leam how to sculpt 

eagles or angel's wings? 

None 

2) How were you prepared for a sculpture commission of an eagle 

for a governmental building or memorial, or an angel for a tomb 

or a cemetery? 

Constant research ofthe anatomy, flight habits arui life of all kinds of birds, 

especially the kind of bird one intends to do. 
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Angels must arui can be dealt with in many creative ways. Research into the 

past is also helpful. 

Category III: Questions derived from History of art Education Literature 

The following questions specifically quote certain perceptions that appear in scholarly 

art education literature about the academy system at the tum of the century. Prior to getting 

your response to these perceptions, I'd like to establish your own perceptions of the beaux 

arts academy system. 

Have you found that your art training through the academy system has been: 

a) beneficial in your life as an artist 
or 

b) of httle value? 

In what ways was it beneficial? 

The training I received from the academic system transformed my entire life 

by showing me the wondrous beauty of good, fine, great art made by 

people all over the world, arui by giving to me the tools with which I could 

krww them spiritually if rwt in deed. It brought to me the magic of seeing 

arui feeling and believing arui aspiring. Arui a way of life that has never left 

me. 

Did you enjoy your academy experience? 

/ reveled in it. To me it was a miracle! 

Following are questions that quote the perceptions of the Fine Art Academy system by 

historians of art education. 

From your experience with the academy system do you find it: "a rigid system that 

produced mechanical and stylized art work"? 

Absolutely, positively and thankfully No! 

Would you define your academy experience as "only drawing from the figure". 
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Uncoruiitionally arui unequivocally No! 

Why do you think an art education historian would describe the academy as: "a 

backward institution"? 

Because he or she is sadly lacking in the knowledge of art education arui 

history, arui is satisfied with dogmatic drivel through igrwrance or disbelief 

of the facts. 

Would you agree that it was an institution that: "produced huge numbers of mediocre 

artists, who ended up in economic misery"? 

This is such a deliberately provocative, biased, unfair and unlettered 

statement, that it does rwt deserve any sort of answer. 

Much of the literature on the fine arts academy system records a negative bias. What 

do you think this refers to? 

Please change the "literature" in this question to "rrwdern literature", and it 

would be more correct. 

What do you think could account for this negative perception? 

Never having participated in the actual learning process ofthe academy has 

a tremendous drawback to it because the writer must depend solely on what 

he or she has heard from others, and not experienced first hand. 

"Academic" has become a virtual whipping boy to the barulied about by 

practically everyone who espouses the cause of rrwdern art. 
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