HANDS

LEFT HANP FPREONT SHD Ak

Piw FIHOERDS SERARATELN
HHT= Yo QG SENMD TRiE
M AMY DIRECTICH,

ANy AT LEAST OME HAMD DALY
FRECk LIFE OR GOOPR COPY




HANDS

THERE IS5 MO MYISTERERY (M THE
HMETHOD OF PRAWING HAMEPS .
ITiE 4 MATTER OF BEITTI NS

FECES 700 ETHER PR oE-
TIOMNATELY, BLOCK IN THE
APFREOMY | MATER AMEA OF THE
WHOLER HAMNDG, BITTING EacH
PART AS IT APPFEARS . THE LBNGTH
GF THE HAND 13 ABROUT EQUAL
TS THE FACE Moo HAIRLINE
TO BOTTOM OF CHIMN. WATCH
CAREFULLY CONTOURS PFASS-
NG W FEONT O BACH OTHER:
THE PALM IS CONCAVE, THE
BaACk COMVEY, KEmp AT 1T
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TIHE FOOT

IT IS5 SUGCESTEDR THAT YOU PRAW YOUR OWHN FEET

I MANY FOSES,SETTING A MIEROR ON THE FLOORK,
ALSO, THAT vOU SET UP SHOES ANP pRAW THEM FREOM
MANY ANGLES ANEF YIEWPOINTS.
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A TYPICAL PROBLEM

A typical problem outlined by an art buyer:
“We always need artists who can draw heads
well. Good drawings of heads are required in
almost all advertising, for illustrations on maga-
zine covers, and litho displays. An acceptable
head must be in good drawing, to be sure, but
that’s only the beginning of its job. If it's a pretty
girl's head, the pose, the animation, the hair-do,
the costume, the color, the type, the expression,
the age, the idea behind it, all count. For char-
acter drawing, T shall expect you to find a living
type to work from, for the sake of authenticity,
and, if necessary, add whatever particularized
qualitics the job specifies. I cannot tell you what
to do or how to paint it. Do the necessary work,
bring it in, and, if T like it, T'll buy it. That's the
only way our firm buys art work. When you have
convinced me that you can do a good head, I

may give you further commissions, but I must

reserve the right to reject any work and may
even ask you to redraw a job.”

Begin with a magazine cover and experiment
until you have arrived at a good idea. Work it
out small, in color, until you feel the little sketch
has carrying power and attention value. Then
work up your final drawing. Keep it as simple
as possible. Don't try to sell a faked, or “eribbed,”
head. No magazine will buy it. Do not send work
to a magazine that already employs one artist
regularly, since he is probably working under
contract.

Other suggestions are: Make a number of
studies of the people around youn. Draw yourself
in the mirror. Draw a baby, a child, a young man
and girl, a middle-aged person of each sex, and
an old person of each sex also, Spend most of

your time drawing heads—your market demands
ﬂlﬂm.
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XIl. THE COMPLETE FIGURE
IN COSTUME

Costumes will keep changing, but, the human
figure remains the same. You must know the
form beneath the folds of the clnthin-j;.‘fnu must
familiarize yourself with the methods of cutting
flat material and fitting it over the rounded
figure. The drape of the material is caused by
the manner in which it is cut and joined. Mate-
rial cut on the bias drapes differently from that
cut on the weave. Try to understand what makes
the material do what it does in the ruffle, the
pleat, the flounce, and in gathering; what is the
purpose of a dart; and why the seams and join-
ings cause the flat material to shape itself, You
do not have to know how to sew, but you must
look for the construction of the clothing, just as
you look for the structure of the figure under it.
It takes only a few extra minutes to find out
which folds are due to the construction of the
garment and which are caused by the under-
lying form. Find the “intention” of the drape.
Discover what the designer has worked for—
slimness or fullness. If a seam is smooth, it was
intended to lie flat. If there is a shirring or gath-
ering at some point, take note that it was not
intended to lie flat. You must not slavishly copy
each tiny fold, but neither must you disregard
folds entirely. Indicate the shirring at that point.

Learn how the female figure affects the folds:
the fabric falls away from the most prominent
forms underneath shoulders, breasts, hips, but-

tocks, and knees. When material is loosely
draped over these, the folds start with them
and radiate to the next high point. When the
material is fitted, if there are any folds at all, the
folds will run around the prominent forms, pull-
ing at the seams. The male form molds the
clothes in a like manner. In a man’s suit, for
example, the material over the shoulders, over
the chest, and over the top of the back is cut to
fit. The only folds you find then come from the
pull at the seams. The bottom of the coat and
the trousers are draped loosely. The trouser
folds radiate from the buttocks to the knee in
sitting poses and from the knee to the calf and
the back of the ankle. '

An overmodeled garment is just as bad as an
overmodeled figure. Watch to see that your light
and dark values stay within the color value of
the material itself and that its unity is not broken
by lights and shadows that are more strongly
stated than necessary.

Do not draw every seam, every fold, and
every button, but try to understand construc-
tive principles and interpret them correctly in
what you do put down, instead of being careless
in these matters or remaining totally ignorant
of them.

No matter what you draw—figure, costume,

furniture—learn its construction, so that you can
draw it.
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DRAW FIGURE, THEN COSTUME

-

B P
5 r .
tern, W L
" w1
. P
T

T e,

;.

-
ey s .

g
.
n

gt

. ;

T e ".-:.'.-.'- e v me ettt e

f}"?wﬂ*‘ P N -
i g°° R A e
™ . )

g b

A i b
R £

L

<

|
A

o
T

i e T L
— b r

ST g el B s &
e

D
o
R
e i s )
A 2

e s Gy
-
.-"'-.
-

o,
)
n

e R

T

T Ty

4 f Bt . . ol § ’
14 e et T TR
i - r-l. o T . . Ty Pl .-'-.. g, "'.'.. y . =
M ._-u"‘:'a- - o . P s Pl L et z ;o T
-
7 T his
S

™

§ 7y

:L'

|

"

KNOW YOUR FIGURE UNDER THE CcoOsTUuM
AN EXCELLENT METHOD FoR PRACTICE NOW IS TO TarE
FREQM,AND AS

E

FASHION PHOTOS TO WORK.
INDICATED ABOVE ,PRAW BOTH CO3ITUME AND FICGUR

E JNDERMBATH F
CLOTHING WERE TRAMS FAREMNT. s

s WU WL L UMPERSTARME THEMN THE BEELATIONSHIPF OF THE CEAPE
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STUDIED FROM LIFE
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THE REMDERIMNG OF PEAFERY IS SO COMPLICATEDR AT BEST, THAT ONLY A VEREY 3KILLED
ARTISAN COULD ANTICIPATE WHAT DRAFERY WILL Do 1M A GIVEN INSTANCE,

UNDER CERTAIN LIGHT ANDP WITH CEETAIN TEXTURE, FAKED CLOTHING USUALLY LOOKS
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DRAW THE HALFTONES AND SHADOWS

- HERE ISATYPICAL PEQCEDURE

STURY FOR A STORY ILLUSTRATION

OF DEAW ING HALFTONES AND SHADOWS ONLY, LEAVING LIGHTS WHITE.
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ELIMINATION AND SUBORDINATION

STUPY Fow Story Lk usTreaTioN,

HEprs A Back LIGHTING FREOVER

EFFECcTIVE FORA VIGNEBTTES .
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STUDY FROM LIFE

STURY FOR AN APYEERETISEMENT
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A TYPICAL PROBLEM

The problem of equipping yourself to do your
job well:

What is the next step? you may inquire.

Look about at the kinds of work you see dis-
played everywhere. What kind of work do you
want to do? Once you make up your mind, prac-
tice that kind of drawing with brush or pencil.
You are going to need mental equipment as well
as skill with your hand. Try to know more about
your subject than the other fellow. Remember
you can borrow only a little; most of your knowl-
edge must come from your own observation,
your determination, and your plain courage.

Find a way that you can allow vourself one,
two, three, or even four hours a day for draw-
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ing. Next, supply vourself with materials and a
place to work. Keep a fresh sheet of paper on
vour drawing board at all times with other
materials at hand.

Hunt for subjects that interest you. Note them
down and pin the notes to your board. If you
can do nothing better, set up an interesting still
life and work from it until you have learned
something from it.

Start a portfolio of samples of your best work.
Don't take out a drawing and throw it away
until you have a better one with which to re-
place it. When you have a dozen good draw-
ings, show them. Don’t wait for an expensive
collection.
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CLOSING CHAT

There is always a hesitation before turning in
a finished job. It occurs to me as I complete this
book, and it will oceur to you when vou look
over a piece of your work: Could it not have
been done better? It may scem to you that you
should have used a different approach, or a bet-
ter method of construction. My own philosophy
is to do the best I am capable of within the time
requirements, and then to make the decision
that the drawing is now finished and must be
turned in. Lack of decision is a harmful thing.
You can learn by your mistake and make amends,
but the energy must go into a fresh effort,

Learn to use time wisely. You will not always
have the time to do a drawing twice or three
times in order to select the best example. While
you are a student, use precious hours to the best
advantage. A bit of anatomy misunderstood in
an important jll;:-h that must go tmlight, a prﬂb-
lem in perspective that remains unsolved, ruins
a painting on which you have spent days and
paid expensive models’ fees.

When, early in your carcer, an art director
asks you to re-do a drawing, be grateful that
you are granted the time. It is a tragedy when
your drawing ought to be done over and cannot
be for lack of time. You deliver something you
do not like, and the publisher is forced to aceept
it. He is generous if he gives you another job.

The term “talent” needs clarifying. To any
man who has slaved to acquire skill in his art,
it is most irritating to have his ability referred
to as a “gift.” Perhaps there is one genius in a
hundred years or more who can achieve perfec-
tion by “divine inspiration.” I have never met
such a man, and I do not know any successful
artist who did not get there by the sweat of his
brow. Again, I do not know of a single success-
ful artist who does not continue to work hard.

There is no formula in art that will not break
down as soon as the effort behind it ceases. But,
to compensate, there is no reward on earth that
can compare with a pat on the back for a hard
job well done. Talent, in its underclothes, is a
capacity for a certain kind of learning. Talent is
an urge, an insatiable desire to excel, coupled
with indefatigable powers of concentration and
production. Talent and ability are like sunlight
and a truck garden. The sun must be there to
begin with, but, added to it, there must be
plowing, planting, weeding, hoeing, destroying
of parasites—all have to be done before vour
garden will yield produce. According to those
one-inch ads we see so often, you can be an
artist, play the piano, write a book, be compel-
ling, convinee anybody, make friends, and get
a high-salaried job if you'll just 51t down J,nd
answer it—and, of course, “kick in.”

If you want to draw, if vou want to gamble
all your chips for stakes that are really worth
while, you have an excellent chance of winning.
It you just dabble, you will certainly lose your
ante, for the others in the game are playing their
hands for all they are worth. I have met students
who have said they would like to learn drawing
There are no sidelines, You are
cither in the game or out of it, “Well, then, how
do I know I'm going to be good enough to make
a go of it?” No one can possibly be assured that
he is going to be good enough at anything to
make a go of it. Faith in yourself and industry

[T L T3
as a sideline,

are all that any of us have got to go on.

An honest book on drawing can only point
the way and suggest procedure. A book of down-
right promise can be nothing but downright
fake. It is natural for young men and women
to look for the “secrets” that allegedly assure
success. It is even reasonable to feel that these
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HOW ARTISTS WORK

secrets are somewhere hidden away, and that to

TE!‘L-'[?H] t]'l{':lTl "r‘i.F'DLl]d assure suceess. I [E{H'Iﬂl!-iﬁ [ .

thought so myself at one time. But there are no
such secroets, jmﬂml.‘i]}? guﬂr&ed h}-’ the older
generation so that it need not give way to the
younger. There is not a craft in all the world
that opens its doors so wide to the young and
lays its knowledge so freely at its feet. Note that
I say knowledge, for all the secrets are knowl-
edge. Everything about this craft is imdamen-
tal. Expert use of the fundamentals is the only
basis there is for learning to draw. These fun-
damentals can be listed, studied, and carried
out m your own way. They are: proportion,
anatomy, perspective, values, color, and knowl-
edge of mediums and materials, Each of these
can be the subject of infinite study and obser-
vation. If there is a secret, it is only in your in-
dividual expression,

The artist obtains his work in different ways,
depending on the branch of the craft in which
he specializes:

In an advertising agency there is usu:tll}r a
creative or art dePartmﬂnt. Here the ll:].}"{.‘r"tﬂ or
visualizations are made. There is a copy writer,
an account executive, and a layout man who to-
gﬂﬂler have iﬂanned an individual ad or a whole
campaign, An appropriation has been made by
the advertiser. The magazine space has been
decided u pon and contracted for. As the ideas
are worked out, in sketch or layout form, they
are submitted to the client and O.K.'d or re-
jected. It has been decided that either photo-
graphic or art work shall be used. All this has
taken place before vou are called in. By this
time, a closing date has been set, and it is usually
not far off, since the preparatory work has taken
a good deal of time.

You are handed the layout as O.X.’d or with
instructions for changes, Most agencies pive
you considerable leeway for pictorial interpre-
tation, but your drawing must fit the spacc in
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the layout. If you are working with an art or-
ganization, you will not see the agency at all,
but will get your instructions and the agency
layout from one of your company’s salesmen.
Proceed, then, to look up what data you need,
get necessary photos or models, and go ahead
with your job. 1f you are a free-lance artist, you

work in your own studio. In that case you will

have agreed upon a price with the art director,
and you will bill the agency when the job is
complete and accepted. In an art organization
you will either be working at a set salary, or on
a split basis, usually fifty-fifty. Most artists spend
considerable time in organizations before sct-
ting up a free-lance studio.

The magazine illustrater usually works in his
own studio. He may have an agent or sales rep-
resentative, especially if he does not live in New
York City, where most of the magazine houses
are located. Without an agent he deals din:ﬂ:.:tljf
with the art director. The artist is handed a
manuscript. As a general rule, il the magazine
has not supplied him with lavouts, he is asked
to make roughs for general compaosition and
treatment of the subject. The magazine may
pick the situation to illustrate or may ask the
artist to read it, pick the situations, and submit
several roughs for selection. When these are
O.K.'d, the artist proceeds with his drawings.
When the magazine picks the situation and
gives the artist a rough from the art department,
he may go to work at once. This is usually the
most satisfactory arrangement, but it does not
give the artist so much freedom as when he
makes his own selection. If you have an agent,
the agent bills the work; otherwise you are
paid directly. An agent's commission is approxi-
mately twenty-five per cent of the billing price.
There are several firms and guilds in New York
that act as artists’ agents. Work must be of
proven quality, however, before they will rep-
resent an artist,



RUNNING YOUR STUDIO

Outdoor posters are handled through adver-
tising agencies or through lithographers. The
artist seldom deals directly with the advertiser.
There are also outdoor advertising companies
that buy art work and in turn sell it to the adver-
tiser. In the latter case the lithographer is called
in on a competitive basis.

Newspaper drawing may be done in art or-
ganizations, by the paper’s staff, by the adver-
tiser's own depﬁrhnent, or in the free-lancer’s
own studio, Displays are done in the lithog-
rapher’s art departments or are bought from
organizations or free-lance artists.

Magazine covers are usually speculative. You
simply make them, send them in, and most of
the time you get them back. You are expected
to send return postage or express ('_‘.h:-.'.l.fgﬂﬂ. Some-
times you can send in a preliminary sketch. 1f
the magazine is interested, yvou may be asked to
make a final drawing or painting, but the art
editor reserves the ri ght to reject il unless you
are so well known in the field and so dependable
that you can be relied upon to bring in an ac-
ceptable cover design.

Comics are handled speculatively, as are mag-
azine covers, except in the case of newspapers.
There they generally come through feature syn-
dicates. In this case yon work on a salary or
royalty basis, or both. You must have several
months of your feature completed on a strip be-
fore your work will be considered. Sometimes
royalty is paid by the comic magazine or syndi-
cate, in addition to the purchase of first seriul
rights.

First-rate advertising may pay more than
story illustration. Methods of reproduction are
so accurate today that almost anything painted
or drawn may be reproduced with fidelity.
Knowing these methods is valuable information.
Most engraving houses are glad to show their
equipment and methods to the artist, They know
that if he understands their problem, he can help
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them by producing clean copy. This is also true
of lithographers. It is important to remember
that a newspaper uses line or coarse-screen half-
tone. Pulp magazines must use a coarser screen
than other magazines. This means keeping fairly
contrasting values to assure good reproduction.
In all halftone reproduction the whites of your

subject gray down somewhat; the middle tones

flatten a little; and the darks become somewhat
lighter. Watercolor is about the best medium
for reproduction since it has no shine, is usually
made small, and therefore requires less reduc-
tion. Any of the drawing mediums, however,
can be reproduced well. Never submit a draw-
ing on flimsy paper.

The artist should, early in his career, form the
habit of orderliness. Keep things where you
can find them. Your drawing, when submitted,
should be scrupulously clean and matted with
a Hap to protect it from dirt. Keep your file in
order and clip whatever you think will make it
as complete in information as possible. I have a
method of filing that works out nicely: 1 make
an index in alphabetical order of what I have
filed and then give my folders consecutive num-
bers. In this way I put several subjects in one
file. For instance, I list bedrooms under B, and
the file number for this subject is put alongside
the listing. I also list sleeping poses under § and
give it the same number. My folders go from
one to three hundred. I can add as many more
as Iwish or add more subjects within the present
folders by simply listing the additional subjects
alphabetically and assigning a folder number. I
have gradually learned the folder numbers, and,
as soon as I see a subject, I find it without re-
ferring to the index. For instance, I know that
airplanes go in number sixty-seven. On every
clipping T jot down the file number and put the
clip into the drawer that contains the number.
I have filled seven filing cabinet drawers. I can
now go directly to a file that contains a school



ABOUT YOUR PRICES

classroom by looking it up alphabetically under
§ and getting the file number. Without a filing
system, hours upon hours can be lost looking
through hundreds of clippings to find a single
one. Itis a good investment for the artist to sub-
scribe to a number of magazines. By keeping
your copies in order, they eventually become
valuable. For instance, if I should need material
to illustrate a story laid in 1931, I could go back
to the styles worn in that period without diffi-
culty. Or to interiors. Or to the automobile that
the characters owned. Some day you may want
to know what they were wearing during the
Second World War. What were the soldiers’
helmets like? The magazines are brimming over
with that material now. When the war is history,
it will be hard to find.

Develop an orderly procedure in your work.
Get the habit of making small studies hefore
you start something big. Your problems will ap-
pear in the sketches and can be worked out then,
so that you will not be stumped later on. If you
are not going to like a color scheme, find it out
before you have put in days of work. I remem-
ber a poster I once painted. When I was through,
I began to wonder how a different color back-
ground would have looked. When I had put the
second background o, it looked worse. By the
time I had tried about six, I was resigned to
going back to the first. It was all lost motion that
could have been avoided by making thumbnail
sketches first. I could have done several posters
in the time wasted, and my work would not have
lost its original freshness,

If you once decide on a pose, stick to it. Don’t
let yourself muddy up a subject by wondering
if the arm might not have been better some
other way. If you must change it, start over and
so keep it fresh. The more clearly you have a
drawing defined in your mind and in the pre-
liminary sketches, the better the result will be.
Many drawings will have to be changed to

please your clients. The changes are often un-
reasonable and are matters of opinion, but do
not grumble, at least aloud. A chronic grumbler
is an unpopular fellow, and soon the jobs go to
the man who seems to be more cheerful, espe-
cially if his work is equally good. Again, enthu-
siasm and cheerfulness add their own qualities
to your work. Robert Henri said, “Every stroke
reflects the mood of the artist at the moment.”
He is confident or hesitant, happy or somber,
certain or perplexed. You cannot hide mood in
a creative work,

On the subject of prices, it is better in your
early years to get your work published and cir-
culated than to quibble over price. The more
you get published, the better known you be-
come. The better known you are, the more work
you get. The more work you get, the better will
be your price. Eventually you find your price
level, since you can keep raising your price as
long as more people want your work than you
can supply. If nobody will pay the price you
are asking or if you cannot keep busy at your
prices, you'd better come down. It’s just plain
business.

I admit you are apt to run into a buyer who
will take advantage of your youth or your lack
of work, but, if you are capable, his very use of
your work may boost you clear out of his class,
There is no way to place a value on a piece of
your work. The chances are that you will get a
fair deal from a reputable client. If you do not,
it won't be long before you will discover it. You
will soon find out if you are asking too much,
Posters can go all the way up the ladder from
fifty dollars to one thousand. Magazine illustra-
tions range from ten or twenty to five hundred
or more a picture. The purpose, the client, the
artistic merit—all these influence the price.

Attend an art school if you can, but carefully
consider the instructors. If you can get a man
to teach you who is active in his field, well and
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INTRODUCING YOURSELF

good. Ask for the names of some of his former
pupils. If the school can show a convincing list
of professional men who were formerly his stu-
dents, fine. If not, hunt up another school.

Let me make a suggestion or two about the
preparation of an artist's samples. There is slight
possibility of being accepted as a professional
artist without a well-executed group of samples,
I have urged throughout this book that you re-
tain the best of your practice work for samples.
Do not limit yourself to my problems alone. If
you want to do figure work, prepare your sam-
ples for that purpose. Do not submit nudes,
however, since there is no possibility of their
being used. The excellence of your figure draw-
ing, however, should be present in your costume
drawing. Submit one or two girl subjects, per-
haps a man, or a man and a girl. A child subject
is always of value. Keep your subjects on the
happ}r side for advertising, and don't fm'gct
glamour appeal.

All of the foregoing also holds true for story
illustration, although magazines are interested
in characterization, action, and drama as well.
If you want to do I;ﬂﬂtﬂrﬁ, your approach must
be different, since here simplicity is of first im-
portance. Do not mix up vour presentation, h}r
which I mean that you should not submit a
drawing obviously designed for a poster or ad-
vertising illustration to a magazine editor of
fiction. Try to fit your presentation to your
client’s needs. Don’t submit a great raft of draw-
ings. An art director can see from your first two
or three samples what he can expect of you. He
is a busy fellow. He will keep looking as long
as your subjects, treatments, and mediums are
varied, if they are at all good. If he looks at
twenty drawings, he is just being polite. Don't
impose on the man.

A very good method of introducing yourself
is to make up small packets of photographic
copies of your samples. These may be mailed

to many prospective clients, together with your
address and telephone number, Interested peo-
ple will get in touch with you. I followed this
scheme when I set up my own studio after work-
ing for several years in various art organizations,
I photographed proofs of the work T had done
for or through the organizations. The result
proved well worth the expense. Many new cus-
tomers were brought to light.

It is advisable to start a library, There are
many good books on art: anatomy, perspective,
the work of the old masters, and modern art.
Buy all you can afford. Read art magazines.
Many valuable suggestions will come to you this
way.

Although I have emphasized the figure, part
of your time should be devoted to other subjects
for drawing. Draw animals, still-life subjects,
furniture, interiors, or whatever else is likely to
be an accessory to the figure. Outdoor sketching
and painting is wonderful for training your eye
to color and value as well as form.

Painting will help your drawing, and vice
versa, The two are so interrelated that they
should not be thought of as distinct and sep-
arate. You can paint with a pencil and draw
with a brush.

For color practice, use some of the color pho-
tography you find in the magazines to render in
oil or water color. Pastel is a delightful medium
for practice. There are many kinds of color
Crayons and punuih with which to experiment

It is a constant challenge of the profession
that you never know what you will be called
upon to do next. It may be anything from a
lemon pie to a Madonna. As long as it has light
falling upon it, color, and form, it can be made
interesting, 1 recall an advcrﬁsing campaign
SOMe years ago for so prosaic a subjem as enam-
eled kitchenware. But what the artist made of
it was exquusite. I_n—:uﬂll the Henry Maust water
colors that advertised hams and foodstuffs. They
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were as beautifully executed as any fine English
water color. |

Simple things such as a few garden vege-
tables, a vase of cut flowers, an old barn, present
all the problems there are to master. Each of
these may be a vehicle for your individual ex-
pression. Each can be so beautiful as to be
worthy of a place in a fine arts gallery. That is
the scope of things to be seen, felt, and set down,
Clouds were there for Turner: they are here for
you and will be here for your great-grandson.
The qualities of light on flesh are present for
you as they were for Velasquez, and vou have
as much right to express yourself as he had, and
much less superstition and prejudice to combat,
You can set up the almost identical pan of apples
with which Cézanne gave a lasting message to
the art world.

You can look for vourself at the haze of at-
mosphere that entranced Corot or the burst of
late-afternoon light that enthralled Innes. Art
will never die—it just awaits eves to sce and
hands and brain to interpret. The paintable
waves will not cease breaking with Frederick
Waugh, nor will pictures be forgotten with the

continuing rise of radio. You will also have ma-
terials never dreamed of, subjects that we cannot
now imagine. You will have new purposes for
art that have never before existed. 1 believe the
human body has been increasing in beauty, al-
though it is hardly discernible to us. Think of
how standards change, for example, and of a
modern girl beside a buxom maid of Rubens’
time. It would be a little hard to imagine one of
his beauties walking down Main Street in slacks.
I doubt whether his favorite model tould get to
the judges’ stand in one of our innumerable
beauty contests.

All the thing& have not been done in art that
can and will be done. I don’t think our bones
and muscles will change much and that light
will shine differently, so all the good rules will
still hold. T can only say that you must have the
courage of your convictions, believing that your
way is right for you and for. your time. Your
individuality will always be your precious right
and must be treasured. Take from the rest of us
all that you can assimilate, that ean become a
part of you, but never still the small voice that
whispers to you, “T like it better my way.”
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