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Public Art in a
Changing World
By Devin Laurence Field

I

n the not so distant past, large scale
sculptures in the public domain were
typically realized through a kind of
“good old boy” network: Mature artists were
awarded commissions based upon their
relationships and reputation, by knowing
museum directors, politicians, heads of
institutions, or company executives. There
were seldom calls for artists and even when
there were, they often had preselected
favorites already destined to win. This is
still the case in much of Europe and many
other countries, but the way public art is
carried out locally and abroad is evolving,
and surely for the better.
The “good old boy” scenarios are common
but no longer the norm in the United States
at least, where public art has grown up and
become not only very competitive but also
highly scrutinized. We are blessed to have
“percent for art” ordinances in much of
the country that generate huge numbers of
equal opportunity commissions for artists.
Having said that, it is important to recognize
how difficult it can be to successfully win
one of them.

“Sunsight” 2009, stainless steel, 27’ Ordos, Inner Mongolia. Built for a new International Sculpture Park funded
largely by wealth from coal mining.

there is conflict of interest and issues. For
example, perceived potential controversy
can readily sway votes. To be sure, the job
of the selection committee is not easy and
can be very frustrating as anyone who has
been on one well knows, so we as artists

need to make our proposals as strong and
clearly presented as possible.

Many calls receive 300 or more applications
(I have seen as many as 700), and since
the most famous names in sculpture apply
for even local opportunities if the budgets
are substantial, successul artists must be
extremely professional and compelling in
their proposals. Big resumes are hard to
beat; when our competition has half of the
major museums in the United States under
their collections’ list, one has to make up
for it by having a stronger design idea.

The process of competing for public art
is not for everyone. It takes many talents,
not the least of which is the artist’s ability
to speak and write in a clear and articulate manner. It helps to be thick-skinned
and persistent. I once knew an artist who
became a finalist on
the first public art
project she ever applied for, and when
she didn’t win, she
was so dissapointed
she said she never
wanted to try again!
Obviously the process was not for her,
although in my opinion any artist should be
thrilled to become a finalist their first time
out. I certainly was not a finalist my first
time out.

Selection committees are not always made
up of people who are experienced in looking
at, evaluating, and making decisions about
art. In fact, committees usually include one
or two artists, curators, art historians or
critics, and the rest are institutional representatives, architects, community members,
stakeholders, public works staff, and so on.
Art is subjective by nature, concensus is difficult to achieve, and when there is long and
contentious debate, committees sometimes
fall back on resume and reputation. Personalities and politics still play a part whenever

All that aside, I believe that America is by
far the best place to be for sculptors doing
public art. The great advantage that aspiring
public artists have here is that anyone can
win commissions if you have the wherewithal to go after them. Most public art commissions are driven by public fund expenditures
and therefore managed with a relatively
transparent process. Few artists know, for
example, that all meetings conducted by
state and most other public entities making
decisions about public funds are open to
the public by law–even the final selection

McKenzie Drift, 2010, stainless steel and glass, 17’,
Springfield, OR. One of three sculptures varying in
size from 16 to 30 feet built in the artist’s studio in
Portland for Lane Transit District.
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Formatting Images (Part 1)

By Carole Murphy

By George Heath
Hello everyone and
hello Spring!!!

The last Circle Meeting
is approaching! For
those who haven’t
heard yet, these meetings are to rethink,
regroup, revitalize, refurbish, reinvigorate and
reinvent PNWS. By the time this newsletter
comes out, the fourth one will already have
taken place and the fifth, which is the last
and the most important, is still to come.
We are asking that you come and be an
essential part of it! At these meetings, we
are deciding what are the most important
aspects of PNWS to develop, where we are
going, how we are going to get there. If you
would like to see PNWS participate in more
shows or perhaps have our own, become
a stronger presence in the NW, expand the
board, receive grants, offer more workshops
and educational opportunities, perhaps even
create a yearbook of members, you need to
be at the next meeting.
Together we are defining the future of PNWS
and shaping the methods of gathering energies and finances to create what we collectively envision. Your role will be to come and
add your valued opinions and thoughts, and
together we can bring PNWS into the future
we create.
See you at the meetings!
			
			

Your prez,
Carole
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OPEN
Participation Coordinator
OPEN
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Submissions to The Pacific Northwest
Sculptors Newsletter
Send to: lmlustberg@gmail.com
Deadline for the August–September issue:
July 3
Join or renew your membership at
www.pnwsculptors.org/membership.htm

Upcoming Meetings
All meetings are potluck. If you can’t bring
food, come anyway. Portfolios and works-inprogress always welcome! —Rick Gregg

June Meeting — Potluck - BYOB
Wednesday, June 15, 7:00 pm
Hosted by Olinka Broadfoot
(513) 307-0325
Mixed media, www.olinkabroadfoot.com
2505 SE 11th @ Division. In Ford Bldg
basement, Suite B024. Ample parking in
lot & across street.

July Meeting — Potluck - BYOB
Wednesday, July 20, 7:00 pm
Hosted by Joni Mitchell
(503) 349-7898
Marble & stone, www.jonimitchell.com
14479 SW Arabian Dr., Beaverton
Meet outdoors next to studio.

Pixels and screens, Dots and printers,
Cameras and pixels again

T

en years ago, if you were submitting images
to an art show or gallery you would be
sending slides. It didn’t matter whether the
image was for publicity or for jurying. There was
only one format: a slide. Today, format matters.
Images for the web, for jurying, and for print all
require different formats in terms of resolution,
size and sometimes even file types. There are
basically three variables: pixels, dots, and inches.
How these relate seems to have generated a
lot of confusion not just among artists but also
among those who ask for jury images.
It’s best to begin with the root of the problem: the
pixel. A pixel is “the smallest addressable picture
element on a screen device,” according to Wikipedia. If you take a magnifying lens to your computer screen, you will see either little dots or little
vertical lines. There will be three: one red, one
green, and one blue arranged either in a triangle
of dots or a square of vertical lines. These are
sub-pixels. Each set of three is one pixel. If your
computer is true color (most are these days), the
brightness of the individual sub-pixels can be varied such that each pixel can display one of 16.8
million colors. If all three sub-pixels are “on,”
you see white. If the blue sub-pixel is off and the
red and green are on equally, you’ll see yellow.
(These are transmissive colors, and they don’t
mix the way paint does.) To avoid excessive brain
wear, let’s think in terms of the square pixels.
Your computer screen may be any size between
14” (time for a new one) and 24” (I want yours)
measured diagonally. The resolution of your
screen is determined by how many pixels it
displays across and down. This is adjustable
under “display settings”. My monitor is about
23” diagonally and just over 20.5 inches across.
The resolution is adjustable between 1920 px by
1080px and 800px by 600px. I have it set at the
max: 1920 x 1080.
Here’s the math part. Since my screen is 20.5
inches across and there are 1920 pixels in that
distance, the resolution of my screen is: 1920 px
divided by 20.5 inches or 94 ppi (pixels per inch).
If I had it at the low setting of 800 across by 600
down, then my screen resolution would be 800
divided by 20.5 inches or 30 ppi. The higher the
resolution, the smaller the square or pixel will be.
Visualize these little squares across your screen;
be one with them.
Just for fun, the new Apple IPod and IPhone both
have a remarkable screen resolution of 960 by
640. At 3 inches across, that works out to 320
ppi. Wow.
Your printer also has resolution settings. These
are in terms of dots per inch, or dpi, as your printer squirts dots not pixels. Still, when it comes to
size, dots and pixels are equivalent. Your settings
when you print probably just say “Draft, Normal
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Studio Tools
By McAlister Merchant

W

hen we first moved into the house,
I had a room we turned into a studio. It’s the size of a bedroom, and
it served me well while I used it only after
work. This was the time before I decided
to try some of those classes I’d missed in
college, the ones not directly in my Industrial Design curriculum. It was before I was
home all day to make messes.
We eventually built a studio for me about
three times that size, with lots of light and
lots of windows. It seemed pretty big with
only me and the contractors in it. It even
seemed big when I put the drill press and
the bandsaw and the sander-grinder and
the tool bench in. It was…good-sized when
I added two and then four sets of flat files.
After all, I could move the (two) wheeled
worktables wherever I really needed them.
The kiln changed things.
Sculpture is an open pursuit, like any other
adventure. It has many of the aspects with
which frontiersmen had to contend in the
early American West, or in the Renaissance,
or in the Pleistocene. Nature and/or industry provide you with basic or magnificent
tools, but when the adventure begins, when
you strike out on that unmarked trail, all
bets are off, and you’d better be prepared
to improvise or tuck tail and return.
I’ve blundered with hand and other tools
all my life it seems. My dad was a master
carpenter, a mechanic, and a hard taskmaster. You had to not only do it well, but you
also had to do it right! Hold the tool in your
hand correctly, swing it or twist it or pound
it with just the correct vector and force. I’m
NOT my dad.
What I think I learned after some things I
built “worked” for me just fine, thank you,
is that “working” is what counts. I also
learned that making the tools work while
you’re making the THING can be just as satisfying as making the thing was supposed
to be. Sometimes you even learn more from
the tool.
I’ve been in The Studio now for almost a decade. I sometimes wish it were bigger. Then
I clean it, and it’s just right (or too big). Because of the kiln, I have buckets. Because
of the kiln, I have bins and boxes. Because
of the kiln, I have more shelves than the architect could ever have imagined. Because
of the kiln, I have added lights and posts
and boards and firebrick and kiln posts of
many sizes and flowerpots and clays and
waxes and so very much more. (As I wrote
this it occurred to me that if, as I posed
earlier, I am on an adventure, I might care
to diminish to some degree the “baggage”
in my studio. Hmmm…. ) And because I am
still deeply involved in this adventure, I find

that I spend a good deal
of time using nature and
industry as a start in creating my own tools, tools
for my adventure.
I create sculptures in kilncast glass. Any of you who
are likewise so engaged
know that we rarely sculpt
in glass; we use clay, wax,
paper, wood, and many
other materials first, and
if we sculpt in glass at
all, lastly glass. I keep my
wax in a crockpot or two. I
make molds for sheets of
wax, tubes of wax, parts
and pieces of specific
sculptures, and vents and
sprues. I’ve made a small
warming oven for my modeler’s clay; inexpensive,
highly adjustable, modeling stands; two sizes of
mold boxes; a water mill
box. I use a wallpaper
steamer to melt out wax
from molds.
Because I also use the
studio to record processes
and results, I have tucked
retractable light standards
and screens into the
corners and eaves of the
studio as well as an easel
and tray for my pastel
painting during annealing. I also keep plumbing
pipes, flanges and fittings,
moderate sizes of lumber
and aluminum channel
and angle stock, and
Styrofoam in many shapes
and sizes to make…
things.

Above: wax worktable apron. Below: plaster worktable apron

I made the latest addition
because I finally realized
it had worked so well on one side of the
studio that I should use it somewhere else,
too. Some time ago I attached an inexpensive window shade to the edge of my wax
worktable. (The table has a “T” extension
from its edge because I found that I work
over my lap better than I do over my knees-and there’s “stuff” under the table. The
problem that creates is “lost wax” all over
the floor). The window shade passes under
the table end of the extension, and extends
to its anchor at the near edge over my lap
and generously, automatically, captures all
that falls; easier to clean (or ignore) than
the floor. I’ve used it for years now (and
sometimes it looks it).

A few weeks ago, as I was once again
cleaning the cabinet doors of plaster from
the latest investment “dance,” it occurred
to me that window shade-vertical might be
just as helpful as window shade-horizontal,
and I mounted two rollers to the edge of
the counter at my “plaster station.”
Now, when I throw plaster, I pull the shades.
After I’m finished, I roll them up, which
breaks up and dumps the waste plaster
into the trash.
More, later…
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Member News
Stephan Seable Artist of the Month
and Working on a New Commission

Stephan Seable has been selected artist of
the month for June and will show sculpture
and paintings at the Bay City Arts Center
near Garibaldi.
He is also nearly finished with a life-size
companion piece to a bronze he did a few
years ago for a gentleman from California.
He will start
the mold
process
shortly. This
commission
came about
after Stephan
painted a
40-foot acrylic
mural on the
client’s fence
The client
was pleased

Jan with students, and one of Jan’s sculptures

Jan Shield Retires From Pacific University
By Jim Talt
PNWS member and Pacific University professor of art Jan Shield will retire this year.
Jan has taught art at the university for over
40 years and is the most tenured member
of the Art Department. Professor Shield’s
many contributions to the vitality of the
university art program are too numerous to
list but include: his decades-long stewardship of the college’s extensive endowed art
collection, director/curator of the campus’s
excellent Kathrin Cawein Art Gallery, many
years as Art Department Chairperson, and
most importantly, the mentoring Jan provided to thousands of students during 40
years of teaching.

his youth, surrounded by a family of artists.
His works are included in corporate, public,
and private collections across the United
States from Hawaii to New York.
Jan frequently attends monthly PNWS meetings, so the next time you see him there,
don’t forget to congratulate him and perhaps ask him what his current art endeavor
is. Last year, it was monumental environmental works; the year before, transformational entrances and spaces from Oregon
to Egypt. And before that, it was trees and
NESTS. He can be quiet and sometimes
hard to draw out, but I’ve found that a glass
of wine usually helps!

Jan has been painting and sculpting since
with the work and asked to see some of
Stephan’s sculpture. Stephan accepted a
commission for a life-sized bronze of the
client. The client’s wife was so delighted at
the likeness, she asked Stephan to take a
picture of her sitting beside the sculpture of
her husband.

Not long after, the gentleman’s wife succumbed to a fast-growing cancer. Stephan
was asked to add a sculpture of the client’s
wife to the bench beside him. The process
has been complicated because Stephan
had to retrieve the 350-pound original
bronze to build the clay model of the wife.
He will take the finished bronze figure to the
foundry so he can check the wax against
it before casting and then make matching
patinas.

Isabelle Johnston-Haist in First
Annual Astoria Open Studio Tour

PNWS member Isabelle Johnston-Haist is
one of 25 participating artists in the first
annual Astoria Open Studio Tour, sponsored
by Astoria Visual Arts, July 30–31. Hours
are from 10 am to 4 pm both days.
“Astoria Visual Arts has been actively
promoting the arts in Astoria for over 20
years,” said AVA Chair Drew Herzig. “As part
of the year-long celebration of Astoria’s history and culture, local artists invite you into
their creative space,” he said. “We felt that
a studio tour was the
best way to display the
amazing richness of
the arts community of
Astoria.”
Tour guides will be
available at the
Astoria and Warrenton
Chamber of Commerce, 111 West Marine Drive in Astoria.
The phone number is
503-325-6311.
Mermaid, painted plaster,
37” x 7” x 19”

Lance Carleton Sculptures Stretch
from South Dakota to Portland

The month of May
finds me on my
way to Sioux Falls,
South Dakota,
where I will be
delivering two of
my sculptures,
“Expotentiality”
and “Pushing
through the
Latitudes,” and
Alisa Looney’s “Choosing from Within” for
the Sculpture Exhibition. For more info, go
to www.sculpturewalksiouxfalls.com/.
In Sioux Falls, I will be picking up my sculpture “Flora Grande” and moving it on to Eau
Clair, Wisconsin, for installation. I will also
be traveling to Kansas City to do a show
there.
In June, I will be involved in the ANLD Garden Tour in Portland and will be exhibiting at
the Twombly home on NE Thompson St. For
more information go to http://www.anld.
com/index.php?option=com_content&view=
category&layout=blog&id=55&Itemid=228.
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Ben Dye and Mike Suri Selected
as PNAP Artists

Clackamas Community
College Seeks Sculptors for
Outdoor Show

The Pacific Northwest Art Program (PNAP),
which is a collaborative project developed
by Recology, Cracked Pots, Inc., and Metro,
the regional government for the Portland
metropolitan area, was recently launched
to educate and inspire the Portland public
about recycling, reuse and resource conservation through the arts. A jury of PNAP
members selected PNWS members Ben
Dye and Mike Suri as two of the five artists
who will work through September 2011, creating art pieces from the material disposed
of at the Metro Central Transfer Station.

Clackamas Community College will
be hosting an outdoor sculpture
show next year that will run from April
to June 2012. Artists interested in
participating in the show are invited to
contact Rick True at rtrue@clackamas.
edu. Please send images of current
works or images that might represent
future work along with a description of
the media and the dimensions of your
work. Be sure to include your phone
number and address as well. Rick will
be reviewing submissions from now
through next January.

Recology Group General Manager, Dave
Dutra said, “[We] are proud to introduce
this program to Portland as it showcases
how discarded material can be transformed
into unique pieces of art and creatively
diverted from the landfill… With the support
of Cracked Pots and Metro, we are able
to help the public to see waste differently
so that we stop wasting what we have and
start making the most of what we use.”
Recology, Cracked Pots and Metro will host
a public exhibition and reception featuring
the work made by the participating artists
on September 15, 2011, at the Metro
Regional Center, 600 NE Grand Ave. in
Portland.

Member Discounts
Columbia Art
1515 NE Burnside, Portland 97214
503-232-2216

OPA Organizes Mashiko Kiln
Rebuilding Fund

The Oregon Potters Association has
organized a rebuiliding fund to help their
brother and sister potters from the historic
ceramic village of Mashiko, Japan. Modern
pottery has been made in the village of
Mashiko since 1853. Its 400 kilns are 50
miles from the epicenter of the March 2011
earthquake. All the wood burning kilns were
damaged; electric kilns, studios and an
untold amount of pottery were damaged or
destroyed.

Georgie’s Ceramic and Clay

The OPA has set up a special, short-term
donation account solely for this relief effort.
One hundred percent of donations to this
special account will go directly to affected
Mashiko potters to rebuild their kilns and
studios so that they may resume work. At
the Portland Ceramic Showcase in May, OPA
members raised $7,558.00 from the sale
of 250 donated pots, mostly tea bowls!

Fiberlay Co., Inc.

The OPA invites you to join in this artist-toartist relief effort. Donations may be made
at any Pacific Continental Bank branch to
“OPA” with the memo “Donation Account:
Mashiko Kilns.” The account will be accepting donations through June and July.
Help Mashiko potters rebuild their kilns
and, in this small way, honor their legacy.

756 NE Lombard St., Portland 97211
503-283-1383

LASH Quality Molds and
Sculpture Supplies
4702 NE 102nd Ave, Portland 97220
503-251-6959

Stan Brown Art and Crafts
13435 NE Whitaker Way, Portland
503-257-0059
3223 NW Guam, Portland 97210
503-228-1222

Quimby Welding Supply
Locations in NW Portland and Tualatin

Welcome New Members!
Betty Henderson
14727 NW Benjamin Court
Portland, OR 97229
503-530-8971 H
503-348-1725 C
henderson.betty@gmail.com
Metal
Francisco Salgado
8107 SE 16th Ave
Portland, OR 97202
503-951-8548
francisco@campbellsalgado.com
www.franciscosalgado.com
Steel, wood, bronze
Leslie Stewart Bell
LASH Quality Molds and Sculpture Supplies
4702 NE 102 Ave.
Portland, OR 97220
503-251-6959 (Work)
503-348-3397 (Cell)
lashmolds@gmail.com
Flexible rubber molds, miniature to monumental, bronze casting
Joseph Rastovich
Kennewick, WA
josephrastovich@gmail.com
www.rastovichart.com
Steel, re-purposed materials
Kaori Freda
705 E. 39 St. Apt. A
Vancouver, WA 98663
kaorihannah@gmail.com
www.guerrillamedia.com/photo/photo/listF
orContributor?screenName=2nqbilhyivxy8f
Exploring aerated cement
Donna Johnson
8617 NW Wood Ave.
Portland, OR 97231
503-477-7477
dljart@gmail.com
Elaine M. MacKay
9005 Jewel Rd.
The Dalles, OR 97058
541-298-1012
Stone
Paul Vexler
1320 161 Ave. SE
Snohomish, WA
paulv@paulvvexler.com
www.paulvexler.com
Wood

Mail&Ship
15727 SE Happy Valley Twn Ctr Dr
Happy Valley
503-658-7700

International Sculpture Center
isc@sculpture.org
www.sculpture.org

Southern Oregon Soapstone Co., LLC
541-479-4862
SouthernOregonSoapstone@mail.com
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Public Art, from page 1
meeting. You can learn a lot just by going
along and attending such meetings and witnessing the process for yourself, especially
if you are one of the artists in the running!
Just bear in mind the potential to make it
uncomfortable for the committee members,
since they may not feel free to speak their
minds in your presence if you are one of the
finalists. More and more, young and emerging artists are winning public commissions
all the time.
Public art is evolving rapidly in the rest
of the world as other countries seek to
increase the quality of urban life and internationalism in their own cities. The word is
out that sculpture parks and public art in
general are good economic catalysts. Public
art also creates initial connections between
different cultures, skirting political differences in favor of increased collaboration.
For several years, China’s Ministry of Culture has been exploring the idea of having
a Percent for Art program similar to those
in the United States, and in 2007, while I
was working on a sculpture for the Beijing
Olympics, I was asked to give a lecture
on the U.S. Percent for Art programs at a
conference in Beijing. Since then, China has
begun developing its own version, and last
November I was invited to build a sculpture
in Taizhou, China, as part of the first ever
Percent for Art project in China’s history.
China is structuring their program differently from ours, bringing a group of artists
together and building the sculptures for several sites all at once. Then, urban planners
choose the exact sites for the works within
the new development areas of the city.
One of the key differences in the way their
program is structured is that the artist does
not manage the entire budget. Managing
the entire budget empowers the artist to
maximize control and profit, but it also
opens up the city to the increased chance
of non-performance on the part of the
artist, something they are not yet willing to
risk at this early stage. The program is an
experiment, and it is hoped that it will be
replicated in other cities.
Sculpture Parks, built all at once by commissioning 20 to 30 artists from around the
world to come, build and install works at the
same time in the same place, is another
increasingly widespread phenomenon being
used to renew and invigorate urban settings. This is similar to a symposium setting
except on a larger scale, and the artists
are actually paid instead of just reimbursed
with a small honorarium. I was fortunate
enough to be a part of several such projects
in Mexico, where a consortium of interests,
including the National Association of Museums, the state government, and business
interests, collaborated to fund and manage
the process.
A similar sculpture park is underway in Swe-

Formatting Images, from page 2
or Best.” “Best” usually means 300 or even
600 dpi for some printers.
Your camera also has resolution settings
in terms of pixels. My old Olympus has
settings that go between 2048 px by 1536
px all the way down to 640 px by 480 px.
Pixels in this case are sort of like little buckets that collect photons, but still, let’s go
with squares. At 2048 by 1536, my camera
has a total of 2048 x 1536, or 3,145,728
pixels. That’s where the 3-megapixel claim
on the front comes from.

Living Vessel, 2010, stainless steel, glass and LED,
16’, Eugene, Oregon.
This complicated sculpture built in Portland, used
local computerized water-jet facilities to bevel cut
316-grade stainless steel from North American
Stainless and iridescent glass from Bullseye Glass in
Portland to create a perfect fit flush-set glass inlay
around the form. Months were spent polishing and
hand engraving the surface of the piece, which
features quotes and shapes from the medical and
health professions.

den, as part of a larger peace park. After a
year-long petition process, the government
has approved the request to allow us to
use de-accessioned war machinery, such as
fighter jets, cannons, and armored vehicles,
as source material for the sculpture. That
will certainly be a unique experience that I
am very much looking forward to.
The fact that we are seeing such widespread quantity and diversity of opportunities for large-scale sculpture in the world
today is a testament to the fact that public
art is not only evolving in a dynamic and exciting way, it is here to stay, and it is a business like any other. There are opportunites
everywhere, and I always try to encourage
sculptors of all levels to look beyond their
local region for these rich and rewarding
experiences.
While growing up in New Zealand as the son
of two scientists, Devin Laurence Field traveled
throughout the South Pacific, Australasia, Europe, and the Americas. A fifth generation artist,
Devin studied art in New Zealand, England,
France, Japan and the United States, earning
three degrees in the Arts including a Master of
Fine Art in Sculpture. The art of Devin Laurence
Field brings together universal and archetypal
symbolism, the vernacular of a given site or culture, and natural forms to communicate ideas
about the evolution of the complex relationship
between the built environment and the natural
world. Devin Laurence Field has built commissioned sculptures for institutions, cities, state
and national governments and exhibited in
museums around the world.

Here’s where it all comes together. If I shoot
a picture at 640 by 480, and look at it on
my monitor without any zoom it will take up
640 of my 1920 horizontal pixels or 1/3 of
my screen. To find the size in inches, I can
divide the width of the image in pixels by
the resolution of my monitor in pixels per
inch. In this case, that’s 640 px divided by
94 px/inch, or 6.8 inches across.
On a new IPod with a resolution of 320 pixels per inch, that image will be 640 divided
by 320, or 2 inches in width at normal size.
On a printer set at 300 dpi, that image will
print at a size of 2.13 inches.
In general, an image destined for print must
be much larger in terms of pixel dimension
than one that will be viewed on a screen.
To sum up: the higher the resolution of your
device, the greater the number of pixels per
given space, and the smaller each individual
pixel will be. The image from your camera
has a fixed number of pixels that will correspond exactly one to one to the pixels on
your display device no matter what size they
are. The higher the resolution of the device,
the smaller a given image will appear. I have
explained this the hard way. I know its basic
stuff to many, but I’m thinking that understanding what a pixel is will be helpful when
we go to manipulate them.
Next time I’ll go through the process of
actually formatting and saving images for
juries, galleries, and Zapplication. This
requires software, and if you don’t yet have
a graphic program, take a look at Photoshop
Elements and Corel Paintshop Pro. Both can
be purchased for about $50, and both are
excellent pieces of software. Photoshop Elements is often bundled with hardware such
as scanners and printers. If you see a scanner for $50 and it includes Photoshop Elements, well.... The full version of Photoshop
can be purchased at a steep discount if you
are a teacher or taking classes for credit.
Picasa is an image editor from Google. It
does all that’s needed, its simple to use,
and it’s free!
George is the web person for Pacific NW Sculptors and has designed web-based portfolios and
websites for a number of NW artists. He has
been an avid photographer since 1969. He is a
tight-fisted scoundrel.
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Offered by PNWS Members
Maria Simon Studio
Workshops
Surface Techniques with
Terra Sigillata
This is not as esoteric as it
sounds….It is the fired material
I use on my work that is quite
different from glazing. It yields
a soft, sensual gleam but is not
glassy. Pre-requisite: previous
ceramics experience or past/
current enrollment in Bas-Relief
class.
Friday, June 24 – Sunday, June
26, 2011
$250 + $30 for materials and
firing
To register, please send a $100
deposit to the address below.

it’s intense.

The cost is $135. All tools,
equipment, supplies, and materials are provided. Wear work
clothes—no synthetics.
Ongoing classes are held about
every six weeks. Call or email for
next class schedule.
I look forward to hearing from
you. Please call with any questions any time.
Contact Rick at rickgregg@
centurytel.net,
(541) 905-6046, or visit
www.rickgreggstudio.com.

Carving Bas-relief Sculpture
This is a carving workshop, open
to students at all levels of experience. This is the technique I
use in my current work. It is fun,
compelling, and meditative. Plan
on leaving your judgment at the
door and entering with a willingness to experiment!
Friday, June 3 – Sunday, June 5,
2011
9:30 a.m. – 4:00 p.m.
$250 + $40 for materials, tools,
and firings
To register, please send a $100
deposit to the address below.
Maria Simon
www.mariasimonstudio.com
2216 SE 50th Ave., Portland,
OR 97215 (5 blocks S. of SE
Hawthorne )
503-235-9403

Sculptural Welding Class:
Oxygen-Acetylene Torch with
Rick Gregg
We’ll begin with
a brief
review
of safety
and
handling of the torch and then
cover basic welding, weld filling,
armatures, metal building, sculpture forming, metal moving with
the flame, sheet metal applications, the cutting torch, surface
treatments, and more. Each
class is small, limited to three
or four students, to allow close
one-on-one teaching. It’s fun and

Sculpture Studio
Space Available

Classes are held at 3601 SE
Division, up the short driveway
from the Metalurges Gallery in
Portland, OR.

Sculpting Classes with Carole
Murphy
Sculpt in Pozzolanic stone, a
form of aerated cement that
begs to be sculpted. Create in
a material that is considered
“green” by the construction industry and is new to the United
States, although it has been
around Europe for a century.
Follow your own vision or have
that vision awakened in you. The
class is kept small enough to
make it viable for each student
to follow their own personal
direction.
To see a video of Carole
Murphy’s classes and for more
info on classes and student
works, go to www.carolemurphy.
com/workshop.htm
Three classes will be running
at her studio at 1405 SE Stark.
Contact Carole at (503) 2357233 or Sculptor@CaroleMurphy.
com.

Summer Workshops in
(Czech) Bohemia with Olinka
Broadfoot
This is an invitation to join me
for a sculpture workshop in
Prague, Czech Republic this fall.
You can meet and work with
other sculptors from various
backgrounds, with an opportunity to trade ideas and develop or
enhance your techniques. Some
of your work can be displayed
at a gallery connected to the
Jan Deyl Music Conservatory for
Blind Children in Mala Strana,
Prague with the intent to auction
this work off for the benefit of
the school.
The program will be offered from
September 1 to October 31,
2011. The tuition is $950 per
week, which includes materials, firing, and transportation
to and from Prague Airport.
Accommodations, though not
provided, can be reserved for
a nearby bed and breakfast or
hotel (a list of suggestions will
be provided). Traditional lunches
will be included each day of the
actual workshop, with an exact
itinerary to be determined.
I will take participants on excursions to historical places outside of Prague (e.g., chateaus,
castles, or other medieval sites),
which we can discuss/decide
together at that time.
Payment is due in full by August
1, 2011. Cancellations are accepted until August 15, 2011,
with tuition refunded minus a
$100 handling fee.
Join me this autumn for a
unique experience in old Bohemia, email me at obroadfoot@
gmail.com with any questions
you may have and to receive
your application.
Olinka Broadfoot, Sculptor
Tel: 513-307-0325
Prague: +420-774-817-740
www.olinkabroadfootgallery.com
www.granzstudios.com
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Wanted: A male metal
sculptor to balance the
chemistry in a large metal
working studio space. We,
two gals and one guy, are
in the process of setting
up this beautiful 1440 sq.
ft. studio in the Cedar Mill
area. The studio space is
designed to have individual
and shared spaces. We
each have our own welders
and other stuff. We will
share a plasma cutter,
torches, a metal cutting
band saw, and a few other
things. A shared woodworking area is planned as well.
The studio will have a gas
furnace and a wood stove.
The monthly co-op rate is
$250 plus shared electricity and gas heat costs.
If you are interested,
please call Ralph Gilliam at
503-453-6412.

the
steel yard
Is Ready to Serve
Your Needs
hours

8–5 Monday–Friday
8–12 Saturday

Retail and Wholesale
Distributors of
A Wide Variety of
Industrial Products
• ANGLES • CHANNELS • FLATS •
STRIPS • ROUNDS • SQUARES
• REBAR • EXPANDED • GRATING
• SHEETS • PLATES • BEAMS
• SQUARE, ROUND &
RECTANGULAR TUBING
• PIPE • MORE!

BUY • SELL • BARTER • TRADE
• CONSIGNMENTS TOO!
6880 NE Columbia Blvd.
Portland, OR 97218
Phone (503) 282-9273
P.O. Box 4828
Portland, OR 97208-4828
FAX (503) 282-7490

PNWS Sculptor Spotlight
Eric Boyer

The Three Graces, 33” x 36” x 7”,
steel wire mesh

G

rowing up in New York
State with an art teacher
for a Dad gave me almost
unlimited access to art materials,
ideas, and encouragement. Even
in my youth, I would be thinking of that snow shovel or lawn

4110 SE Hawthorne Blvd #302
Portland, OR 97214

Sculpture or School Yard Mural? Yes!
This mural (detail) was made in 2009 by
Portland artist Lynn Takata and several
preschool-through5th grade students.
Together they
created the design
and ceramic pieces
for the four-panel,
mosaic-and-clay
mural that graces
the exterior walls
of the Richmond
Japanese
Immersion School at SE Sherman and
SE 41st Ave. Each panel is 14 feet high
and 4 feet wide.
—Jim Ayala

mower as an art instrument. Not
surprisingly then, when my 1980sera employment at a blacksmith
shop in Vermont introduced me to
metals of all types, I became particularly enchanted with the steel
wire mesh we used for fireplace
screens. After a few playful experiments, it became clear this was
a worthy path. I began to actually
take my art seriously, and, after a
couple of years, gallery showings
in New England expanded into
national exposure.
I feel grateful that my hands’ “discovery” of the mesh pre-dated my
brain’s recognition of it. So I never
thought of it as an art medium; I
just started doing it. Beyond the
novelty of the material lies an

endless pursuit of the “strength of
the material,” a quest that has me
perpetually thinking that my next
piece will be better than the last,
structurally, anatomically, optically.
While many would switch media for
a new expression, I find myself tapping the same medium for multiple
effects. I try to think outside the
box, all the while paying humble
homage to masters such as Rodin
and Michelangelo. Each piece is
created by hand, directly, without
the use of molds, models or casts.
I have done extensive life drawing, but I use the experience very
indirectly, always working from my
imagination.
View Eric’s work at www.
boyermesh.com

