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A R T H U R  P U T N A M

SCULPTOR OF THE WILD
1875-1330

Long years of struggle, poverty and hard
ship in San Francisco, while his marvelous genius 
went unrecognized, was the fate of Arthur Putnam, 
sculptor. Then, a journey to Europe— critical ac
claim in the Salons of Rome and Paris— five brief 
years of fame and success— when suddenly, tragedy 
struckJ The man who was hailed as being the great
est animal sculptor of his time was stricken down 
with paralysis; though for nearly twenty years his 
body lived on, he became artistically dead. But his 
bronzes of mountain lions, bears, coyotes, pumas 
and wild creatures of the desert and mountain still 
survive as mute monuments to his genius.
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The Putnam family was of English descent, the sculp
tor, Arthur, was the son of Oramel Hinckley Putnam and. Mary 
M. Gibson of St. Johnsbury, Vermont, who were married in 1870. 
In 1654 an ancestor, John Putnam, of Ashton Abbots, Bucking
hamshire, England, was a settler in the town of Salem, Mass. 
The Putnams were nearly all either army men or of the profes
sional class. Arthur Putnam's father was an officer in the 
8th Vermont Regiment and fought for the Union in the Civil 
War; after leaving the army, he practiced as a civil engineer 
and railroad contractor.

Arthur Putnam was born at Waveland, Mississippi, on 
September 6, 1873. His sister Elizabeth also was born there, 
while his elder brother George was b o m  in 1871 in New Orleans. 
Some years later, the father moved his family to Omaha, Neb
raska. It was in Omaha that Putnam first met Gutzon Borglum, 
who was later to become a sculptor of importance.

When Oramel Putnam's health began to fail, the fam
ily moved again, this time to California, in search of a more 
equable climate. After her husband's death in San Francisco 
in 1880, and with a life insurance policy of $2,500 as her 
only capital, Mrs. Putnam took her three young children back 
to Omaha, where her sister lived.

Mrs. Putnam was a woman of strong and forceful char
acter, tall and handsome, with black hair and flashing dark 
eyes. She was somewhat stern and austere, and though she was 
generous and kind toward her children, she maintained strict
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discipline and exercised the greatest frugality and self con
trol in their daily life. After her husband's death, through 
her own efforts she successfully educated and supported them.

Arthur, an imaginative, strong-willed, headstrong 
child, was like an untamed colt, entirely different in char
acter from both the tractable, hard-working, sensible George, 
and his docile younger sister Elizabeth. When Arthur was 
placed in the public school at Omaha, it was almost impossi
ble to make him attend regularly; he preferred to spend his 
time out-of-doors in the fields and woods, collecting insects 
and small wild creatures, pulling them apart to see how they 
were constructed. Later on, his mother sent him to Kemoer 
Hall Military Academy in Davenoort, Iowa, a wasted sacrifice 
on her part, as there again it was impossible to keep him in 
school under the strict conditions of discipline prevailing 
at the Academy.

CHILDHOOD DRAWING AND CARVING
Mrs. Putnam then endeavored to find employment for 

Arthur. He worked for some time at a photo-engraver's, where 
he gained his first knowledge of drawing. Even then, he used 
to procure lumps of pipe-clay, and carve them into ornaments, 
or try to chisel rough sandstone oavine* blocks which he found 
at the University of Lincoln, Nebraska.

In his childhood, when he was less than nine years 
of age, Arthur Putnam had an accident which may have been the 
cause of tragic consequences and a brain tumor in later life.
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He climbed a tree with another small boy, when the limb broke 
and he fell forty feet to the hard pavement. From this he 
suffered concussion of the brain, so that he remained uncon
scious for three days and very slowly recovered from the ef
fects.

A YOUTH IN CALIFORNIA
Mrs. Putnam prospered in her business ventures in 

Omaha and made about ten thousand dollars in real estate in
vestments, but the climate was too severe for the delicate 
Elizabeth, who needed warmth and sun, so Mrs. Putnam decided 
to return to California; she arrived in San Francisco with 
her daughter in 1891. Later on, she purchased a lemon-ranch 
at La Mesa, near San Diego. The ranch proved a failure as a 
money-maker, in spite of all her efforts and hard work, al
though the health of the family benefitted by the sunshine and 
outdoor life in the country.

Meanwhile Arthur and some other boys, restless and 
eager to see life, had gone on a flat-boat to New Orleans. 
Arthur had an uncle there, so he stayed and worked in an iron 
foundry for some time, before joining his mother and sister 
at La Mesa.

George, meanwhile, had graduated from the University 
of Lincoln with an engineering degree and had obtained a posi
tion with the San Diego Flume Company. He procured a survey
ing job for Arthur, which paid him better than the hard and 
unprofitable work on the ranch. But money ran through Arthur's
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fingers like water, and he would spend a month's wages for a 
momentary whim, a habit which added to his difficulties when 
he began his artistic career.

The youthful Arthur Putnam was a living example of 
the ideal artist, "Handsome as a Greek God". He was about 
six feet two inches tall,a classic profile with a dark olive 
skin and dark brown eyes. His brown hair grew in graceful 
lines about his high forehead and full temples. His hands 
and movements were graceful and his clothes of such design 
and purpose that ugly modes of the moment never jarred his 
artistic appearance.

PUTNAM'S RANCH. AND NEIGHBOR. BORGLUM
When he was about twenty years old, Putnam took a 

homestead of his own and there started a ranch in wild coun
try, forty miles from San Diego; he was so fascinated by the 
superb view and the wonderful country round about that he 
quite overlooked the fact that there was no water supply.

On a ranch nearby lived Gutzon Borglum, with whom 
he had become acquainted in Omaha. The two men, having in
terests in common, soon became firm friends— a friendship 
which Borglum proved in a practical fashion in later years. 
Putnam often did work for Borglum on his ranch,and had ample 
opportunity to watch him at work on his sculpture. The home
stead proved a failure as a business venture and Putnam re
turned to his mother's ranch at La Mesa, and again took uu 
his surveying work.
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During a vacation period, Arthur decided on a jour
ney to San Francisco, secretly hoping to find a job which 
would support him while he took drawing lessons.

With thirty dollars in his oocket and a roll of 
drawings under his arm, Putnam apoeared at the doors of the 
old Art Students' League at 8 Montgomery Street, one August 
day in 1894, with the fixed determination to be an artist. 
He had first tried the San Francisco Art Association, but it 
was closed for the summer. The first person he became ac
quainted with at the League was Julie Heyneman, the painter, 
who later became his lifelong friend. It was she who first 
recognized his talent and encouraged him in his studies. A- 
mong the teachers of the League at that time were Emil Carlaen, 
Fred Yates and Arthur Mathews.

WESTERN ANIMAL SUBJECTS
Wild horses, bucking broncos, savage pumas, lynx, 

coyotes and creatures of the desert and mountain were the sub
jects of most of Arthur's studies. He would carve the hard 
roots of the manzanita tree into animals, pipe-bowls and orna
ments, and make clay models of bears and mountain lions in 
combat. Miss Heyneman, impressed by his drawings and model
ing as well as by his eager determination to study art, intro
duced him to the sculptor, Rupert Schmidt, who took him as a 
pupil and assistant. Characteristically, the first thing that 
Putnam fashioned out of clay for him was a wild, vivid figure, 
half goat and half man, of the god Pan.
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As the odd jobs that Putnam found in San Francisco 
were so few and irregular that they did not yield enough to 
cover his frugal living expenses, he was always on the verge 
of semi-starvation; he slept on a cot at the Art Students' 
League, in return for which privilege he swept out the large 
studio and kept the place clean. Finally the sensitive, tal
ented young artist sought a job in a slaughter-house at South 
San Francisco, in order to eke out a livelihood. While the 
bloody, repulsive work sickened him, and he constantly cut 
and bruised his fine, artistic hands his art benefltted from 
the knowledge of animal anatomy which he gained there.

ENDLESS STUDIES OF ANIMAL ANATOMY

Finally, in 1895, when he could stand the work at 
the slaughter-house no longer, he reluctantly decided to go 
back to his mother's lemon ranch at La Mesa until he could 
save enough money to resume his art studies. While at La Mesa 
he did some surveying work for the Mesa Dam,where his brother 
George was then employed.

In his spare time, Putnam tirelessly drew, modeled, 
and studied animal muscles and bones,and observed every lithe 
movement of the creatures of the wild. He loved and under
stood wild animals so well that he felt himself akin to them. 
He was especially fascinated by the big cat family, and many 
of his best studies, even then, were of the savage feline 
grace of pumas, the California mountain-lion.
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Putnam sometimes picked up rattlesnakes and taran
tulas in his bare hands, and took them into the house to show 
to his family or friends. His knowledge of the habits of wild 
beasts was such,that once when he needed money, he went alone 
into the mountains and traoped several large pumas. These he 
crated by himself, and shinned them to the San Francisco zoo. 
They arrived there alive and well and he received twenty dol
lars each for them.

Putnam's knowledge of woodcraft and of the moods of 
wild animals, stored in his retentive memory, proved of in
estimable benefit to his work in later years. He once said 
that he drew more easily from memory than from a model, be
cause the living animal's individual peculiarities distract
ed him; they persisted in obtruding themselves between his 
conception and his intepretation of the animal.

While the young artist was at work on the ranch or 
at surveying, he would save sufficient money to spend a few 
months at a time in San Diego. There he would buy drawing 
materials, clay and plaster, hire a little shack and go furi
ously to work at his sculpture. These creative interludes 
would endure as long as his money lasted.

On his occasional visits to San Diego, Putnam met 
Alice Klauber, an artist, who interested herself in the young 
man and gave him both encouragement and help. He also met 
Alice McMullins, who had a ranch not far from his mother's 
at La Mesa, and who conducted an art school in San Diego. She
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likewise became interested in the enthusiastic young sculptor 
and made him her assistant at the school. The three artists 
became fast friends, and through Miss McMullins he first met 
Grace Storey, who later became his wife.

PUTNAM'S COURTSHIP AND STUDENT DAYS
At the time when Putnam met Grace Storey, she and 

her brothers and sisters were living with their grandparents, 
Mr. and Mrs. Daniel Choate, in San Diego. Mr. Choate,former
ly a wealthy real estate man, had lost his fortune when the 
California land boom burst and land values suddenly dropped. 
But Grace Storey stayed with him when his health failed, and 
nursed him devotedly until his death. When the home was bro
ken up and the Storey children scattered, Grace made her liv
ing by teaching and doing water-color sketches for advertise
ments, menus and Christmas cards. She once wrote to Putnam 
that ever since she had been a little girl, it had been her 
ambition to become an artist. Their mutual interest in art 
helped to draw the man and the girl together, and Putnam once 
said: "I loved her the minute I saw her."

Even during the time that Putnam was working on the 
ranch at La Mesa, or was out in the mountains on surveying 
trips, he corresponded regularly with Miss Storey. He was 
eager to marry her at once, and she was only too willing to 
share his struggles and hardships. But his mother,very prac
tically, wished him to postpone the wedding until he had gain



ed some financial security and was in a position to support 
a wife. Thinking that a separation for a time would be ad
visable, she managed to get together sufficient funds to send 
her son to Chicago, where he could continue his art studies 
in a more congenial and more broadening metropolitan atmos
phere.

10
PUTNAM

CHICAGO STUDIES

While he stayed in Chicago, Putnam assisted in the 
studio of Edward Kemeys, a pioneer animal sculptor, and also 
picked up any odd jobs that he could find in order to support 
himself. Luckily for Putnam, Kemeys was extremely busy with 
commissions, and when serious illness struck his family, he 
entrusted Putnam with the task of modeling the deer on a foun
tain, "The Prayer for Rain", which had been ordered for the 
town of Champaign, Illinois.

Putnam wrote to Grace Storey regularly, encouraging 
her in her painting and making plans for her to Join him in 
Chicago, where he hoped to get sculpture commissions. Sudden
ly, early in 1898,he found that he could no longer stand city 
life. He dropped all his plans and decided to get away from 
the city's noise and smoke, which stifled him, back to the 
sun and solitude of the California mountains and deserts, 
which he loved.
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PUTNAM LEARNS TERRA-COTTA IN CALIFORNIA
After his return to La Mesa, Putnam tried to secure 

work either in San Diego or in Los Angeles, which would enable 
him to marry and support a wife, but he was not successful in 
his quest. He finally secured a position with the terra-cotta 
works of Gladding McBean at Lincoln, and was at last able to 
realize his hopes for marriage. Arthur Putnam and Grace Storey 
were married in 1899 at Sacramento and went to live at Lincoln. 
They were both quite young, Putnam then being but twenty-six 
years old and Grace Storey only twenty-two.

It was characteristic of Arthur Putnam that he soon 
tired of the monotony of the work at the Lincoln terra-cotta 
works, and when they could no longer give him architectural 
modeling to do, he threw up his job and returned to the San 
Francisco district with a young wife, and high hopes,but abso
lutely no prospects of earning money. For a while he and his 
wife stayed with an aunt in Berkeley. Then, impulsively con
fident of finding work in San Francisco, Putnam decided to 
move there. Characteristically, while crossing San Francisco 
Bay on the ferry boat, he tossed his last nickel overboard 
for luck.

It seemed to work; at least he immediately succeed
ed in selling a plaster cast of a puma to a friend at the Art 
Students' League for five dollars. Then the Putnams took a 
room in a cheap French hotel on Montgomery Street, opposite 
the League. It was the same unpretentious little hostelry at
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which Robert Louis Stevenson and his family once stayed.

SAN FRANCISCO ARTISTS BEFRIEND PUTNAM
Bruce Porter, the artist and writer, and Julie 

Heyneman, the paintei; both helped Putnam with introductions 
and tried to get him commissions, while Henry Atkins at Vick- 
erey's, the art dealers, undertook to sell some of his work. 
By means of occasional sales and any odd jobs that Arthur 
could pick up, the Putnams managed to exist, eating their 
meals in the cheapest little restaurants they could find, of
ten dining merely on doughnuts and coffee when they could not 
even afford the little Italian restaurants of the Barbary 
Coast.

Bruce Porter helped Putnam by introducing him to 
Willis Polk and also to Bakewell and Brown. These architects 
gave him his first orders for architectural modeling, work 
which enabled him to live, while he was creating his own ani
mal sculptures.

Just before the birth of their daughter, who was 
named Bruce after Bruce Porter, the Putnams moved back across 
the bay to a little cottage in Berkeley, the first real home 
they had known since their marriage. But the daily journey 
back and forth across the Bay, in addition to his strenuous 
work at the studio, proved too tiring for Putnam, and shortly 
after the birth of the baby, the family returned to San Fran
cisco, moving into two sunny attic rooms on the Washington
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Street Hill. His commissions for architectural modeling were 
Putnam's main source of income at this time, but occasionally 
he sold a bronze. His financial condition continued to be 
precarious in the extreme, so that the young couple lived a 
haphazard existence.

Among frequent visitors at the Putnam studio during 
this period were Maynard Dixon, Bruce Porter, Julie Heyneman, 
Jack London,the Irwins, Stanley Armstrong, Gottardo Piazzoni, 
Willis Polk, Ralph Stackpole, and Dr. Philip King Brown and 
his wife. Dr. Brown proved himself a good friend to Putnam, 
giving him devoted medical care both then and in later years.

YOUNG SCULPTOR'S FIRST BRONZE COMMISSION
While the family were living in the studio on Wash

ington Street, in 1903, Putnam was asked by the late E. W. 
Scripps, the newspaper publisher, to submit designs for a 
series of bronze sculptures illustrating the early history of 
California allegorically. These figures were designed to be 
placed on the large Scripps'estate at Miramar,near San Diego. 
George Putnam was at that time secretary to the newspaper pub
lisher, and was later put in charge of one of his newspapers 
at Salem, Oregon. It may have been through his brother, that 
Arthur Putnam was Introduced to Scripps.

Although Putnam's work had increased in strength 
and power during the years from 1901 to 1905 when he went to 
Europe, the Scripps' order was his only Important commission
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In California before his fame was established abroad. Scripps, 
a shrewd and clever business man, not only had the vision to 
conceive the historical project, but he also recognized the 
potential talent of the unknown young sculptor whom he chose 
to execute it. Out of the series contemplated, only two of 
the bronzes were completed, years later, a heroic figure, 
"The Indian", and a statue of Father Junipero Serra called 
"The Monk." In later years the original cast for "The Monk" 
was purchased and given to the Church of the Mission Dolores 
in San Francisco.

PUTNAM IS "TRUE TO THE AMERICAN INDIAN"
In an article on "The Indian", published in The

Craftsman, November, 1905, J. Mayne Baltimore says:
"It seems to have fallen to the lot of a young 
Californian sculptor, Arthur Putnam by name, 
to perpetuate in bronze the typical American 
Indian, as he was in the days when none dis
puted his right to range and rule over the 
Western plains.

. "Mr. Putnam's statue is of heroic size, and he 
has caught the spirit, expression and attitude 
of the Indian as not another half-dozen sculp
tors in the world, have done. Instead of the 
usual theatrical conception of the 'noble red 
man' in full panoply of war, posed as impress
ively as possible and looking like an illustra
tion from one of Fennimore Cooper's novels, 
this statue represents an Indian who typifies, 
as unconsciously as a forest animal, the native 
poise and dignity of mind, as well as the 
grace and strength of body, of man untrammeled 
by civilization.
"This Indian has been on the trail, and a moun
tain-lion, the spoil of his bow and arrow, lies
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on the boulder against which he leans. The 
limp carcass of the big beast, flung like a 
discarded blanket over the rock, is a perfect 
foil to the lithe strength of the figure, so 
vital in its repose, that leans against it. 
The hunter is nude, save for the breech-clout 
of the southern Indian, and every line of his 
stalwart frame, lean, compact and muscular as 
that of a panther, tells the story of simple 
fare, hard exercise and natural living. This 
attitude is one of rest, yet he is hardly con
scious of being tired. Given even the slight
est arousing impulse, and every nerve and mus
cle would flash into alert action ao instan
taneously, that it would be almost impossible 
to note the transition from repose. He is 
gazing at a far distant horizon, but his look 
is one of musing, rather than watchfulness—  
the musing of one who is in absolute and un
conscious harmony with the world that bounds 
his life.
"The statue, which is attracting wide atten
tion, was made at the instance of a wealthy 
citizen of San Diego. It is destined for a 
gift to that city and will stand in the Plaza 
where, from its lofty pedestal, it may keep 
silent ward over the broad, border lands once 
owned by men of like free and stately seeming."

PUTNAM WORKS DESPITE ILLNESS AND POVERTY 
Illness struck the sculptor down before he could 

complete the other figures of the series, although he had 
made sketches and models for a figure of a Spanish woman vac- 
quero astride a horse,and for a statue representing the agri
cultural period in California which he called "The Ploughman".

Mr. Scripps gave Putnam both friendship and finan
cial help for years after his illness, inviting him to stay 
at Miramar after his return from Europe and again when he had 
been rendered helpless by paralysis. While staying at "Mira
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mar" Putnam modeled a small figure of Scripps, and was also 
given a commission to model a bronze portrait bust of his sla
ter.

Cold, fatigue and hunger meant nothing to Arthur 
Putnam when he was in the throes of creative work. In the 
old days, when Montgomery Street was on the water front, a 
ship foundered near the shore. When that shallow section of 
San Francisco Bay was filled in, in later years, and the new 
land laid out in streets, the ship was left standing on what 
became Jones Alley, now renamed Hotaling Place. Putnam and 
Earl Cummings, another San Francisco sculptor, devised a spa
cious studio in the ship's hulk, and it was there that Putnam 
modeled the gigantic figures of "The Indian" and "The Monk". 
Some of his other large works were modeled in an abandoned 
basement.

The Washington Street attic where the family lived, 
proved to be too cold and draughty for little baby Bruce, and 
seeking sunshine, Putnam moved his family over to Sausalito. 
Dr. Philip King Brown, his friend, built a cabin for them on 
land which he owned there. Later, Putnam's mother left her 
ranch at La Mesa, and moved into an adjoining cabin. Mrs. 
Putnam and her daughter-in-law were very congenial and became 
firm friends,so that this period of his life represented some 
of Arthur Putnam's happiest and most tranquil years. Commut
ing to Sausalito after his arduous day at the studio proved 
too fatiguing for Putnam, and the family again returned to
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San Francisco. For years Grace Putnam's life was torn by the 
conflicting interests of her husband's career, which meant 
maintaining a studio in the city, and the health of little 
Bruce, who waged recurring battles with bronchitis and who 
needed a drier, sunnier environment.

SAN FRANCISCO BEGINS TO PATRONIZE PUTNAM
An article in the Mark Hopkins Institute Review of

Art for December, 1901, says:
"The Sketch Club (San Francisco) held an exhi
bition in October in which was included sever
al small sculptures of wild animals by Arthur 
Putnam. These were shown in conjunction with 
a collection of sketches and paintings by 
Boardman Robinson prior to his departure for 
Paris."

In April, 1903, he showed four works at the Spring 
Exhibition of the San Francisco Art Association, of which he 
was a member. It was not, however, until 1913, that his gen
ius was recognized by his being elected a member of the Na
tional Sculpture Society.

Besides working with Earl Cummings, Putnam also 
shared a small studio with Gottardo Piazzoni, the painter, at 
8 Montgomery Street from 1901 to 1905,where he did practical
ly all of his Important work during that time. When he decid
ed on a journey to Europe to see the world famous art treas
ures in the galleries there,so as to have a standard by which 
to judge his own work, he was very anxious that his friend 
Piazzoni should accompany him. He was partly enabled to fin
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ance the journey both for himself and his wife, through the 
generosity of Mrs. William H. Crocker, who advanced him a sum 
of money. Putnam worked off some of that indebtedness by mak
ing a model of her new country house at Burlingame, and later 
gave her a model for a fountain. Part of the money for the 
journey was earned through a commission which he received to 
model a pair of Sphinx for Golden Gate Park; these Sphinx, 
cast in concrete, were placed near the Golden Gate Memorial 
Museum, where they still stand.

THE PUTNAMS AND PIAZZONIS GO ABROAD
As to the journey abroad, at the last minute Piazz- 

oni rushed his hesitating fiancee into matrimony,and the cou
ple accompanied Putnam and his wife, leaving New York in De
cember, 1905. Little Bruce was left with Mrs. Putnam's mother 
in Portland, Oregon.

Upon their departure for Italy, Putnam and Piazzoni 
left only a few of their drawings and plaster casts in the 
studio at the Art Students' League, storing most of their 
things at the house of a friend of theirs, Mrs. Wolfsohn, on 
Presidio Avenue. It was well that they did so, as during 
their absence, calamity struck San Francisco in the fire and 
earthquake of April, 1906, but fortunately the fire did not 
reach as far as Presidio Avenue— their labor of years being 
thus luckily saved. Most of Putnam's architectural sculpture 
in the city was unfortunately destroyed by the fire.
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The fire and the subsequent rebuilding of the city, 
proved a great stimulus to art in San Francisco, not only in 
providing opportunities for architectural sculpture, in the 
new business and civic buildings being erected, but also in 
the palatial private residences of wealthy citizens. Commis
sions were given for murals to decorate ball-rooms and ban
queting halls and for paintings to replace those art treasures 
which had been destroyed by the fire. It was a time of rich 
financial reward for Arthur Putnam and his friends Gottardo 
Plazzoni and Ralph Stackpole, who at the present time still 
maintain studios on Montgomery Street and Hotaling Place, 
where cluster the studios of many famous artists and where 
the art colony of San Francisco foregathers.

PIAZZONI GIVES SIDE LIGHTS
In an interview with Gottardo Piazzoni, the cele

brated painter said:
"Putnam and I remained friends until the end.
He changed after his illness and became very 
susoiclous of everyone— his best friends—  
even his wife--but never of me. I'm glad of 
that— never of me," said Gottardo Piazzoni.
"From the earliest time, when I met him first 
at the Art Students' League and we became 
friends, we used to go out for long walks to
gether and talk things over; our problems; 
painting; and our philosophy of life. I 
have learned much from Putnam. When we took 
long walks into the country, Putnam used to 
gather stones and odd pieces of wood; he used 
to cut long canes out of hard manazanita wood 
and carve them— that was his hobby— I still 
have some that he carved and gave to me.



0796 PUTNAM 20

"Our studio was on the top floor of the old 
Maguire Opera House (used by the Art Students' 
League) and it was divided into two halves by 
a burlap curtain. I had tried to get him in
terested in Dainting, and sometimes he would 
paint for a whole day, and then go back to his 
sculpture, saying, 'too much cake, too much 
cakeM Then perhaps for another month he would 
not touch brush to canvas again.
"Putnam wanted to be alone, away from people—  
he wanted to build a studio underground,light
ed by a skylight. I told him it was impracti
cal. Then he talked to me a great deal about 
living on an island— the islands off the coast 
of Mexico, or the group off San Diego.
"He wanted me to get married— I was not mar
ried at the tine— and we two and our wives 
would go to the island to live and work in sol
itude. He talked to me of this many times.
I told him it was an impractical idea— we were 
too young— we had not done enough work. And 
how would our respective wives like it? 'It 
is an ideal life,' replied Putnam, 'we could 
have a boat and sail in it and return to the 
coast when we wanted to.' But suppose there 
were children, and suppose they got sick? I 
asked. 'Oh, well,' he said, 'we could take a 
supply of medicines with us and the children 
could olay in the sun.' But I told him the 
idea was not practical.
"Putnam had not very many real friends.

SOME FRIENDLY GESTURES
"We used to go over to Greenbrae (near Sausa- 
lito) to the boathouse there; I have a picture 
here in the studio that I painted of the place. 
We went for long walks and talked together and 
I tried to persuade Putnam to paint— but he 
would not paint from nature; he would walk a- 
bout, look around and observe— but he would 
rather paint from his own imagination.
"When we were at Calascio (Canton Tessin,Ital
ian Switzerland) he drew many nudes, observing 
the people there and then making the drawings 
from memory— he never liked to work from a model.
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"Here is a painting of mine that I gave him; 
it is all wrinkled and cracked, as if someone 
had taken it off the stretcher and tried to 
scrub the floor with it. It was while we were 
staying at Calasclo that I painted a sunset 
scene of a mountain-cleft— the slopes were cov
ered with pine trees— I was not satisfied with 
it and wanted to improve it and add finishing 
touches. Putnam liked it as it was— he said 
it would be spoiled if I did any more work on 
it— he said, 'If you will not touch it, just 
leave it alone, I will give you anything of 
mine you want.' So I gave it to him. Years 
later, after his illness, I found it in the 
house by the beach, all crumpled up and lying 
on the floor under some other things. I ask
ed Putnam if I could take it and he said I 
could. People used to go out there after his 
illness and take things away with them— many 
of his things are missing.
"In the early days, before we went to Italy, 
he modeled a greyhound and showed it to a 
friend of his, a stonesman called McGilrey 
who lived in South San Francisco— McGilrey 
admired it greatly, he said it was a beauti
fully modeled animal— a 'perfect greyhound'—  
but Putnam never showed it in the east, nor 
even took a photograph of it.
"He also modeled a weather-vane--a beautiful 
nude figure with wings outspread— I told him 
he could have anything of mine that he liked 
if he would give it to me. He gave it to me 
and I put it over the door of the studio. One 
day when I came in it was gone. I asked him 
what had happened to it and he said, 'Oh, I 
gave it to Austin Lewis, he came in and want
ed it, and as he is a lawyer, I thought he 
might do us some good, so I just gave it to 
him.'
"Here is a cast of a figure of an angel that 
he did, it was intended to be placed on a 
tomb, I cast it for him— but it is a pity that 
I did not cast the figure of the greyhound in
stead, because he just let it dry up and crum
ble away.



0798 PUTNAM
22

MASTERS APPRAISE PUTNAM A MASTER
"When we went to Italy (in 1905), Mrs. Orsi 
wanted to store our things for us in her 
Washington Street house. But Mrs. Wolfsohn, 
a friend of ours, stored them in her house 
near the cemetery on Presidio Avenue. The 
fire did not reach there, so that it was 
lucky we stored them with her. Most of our 
things were saved, we only left a few things 
behind in the studio, and they were burned 
up in the fire (1906 earthquake and fire).
"When we were in Paris, although Putnam had 
a letter of introduction to August Rodin, he 
never presented it, so that he never met Rodin 
personally.
"Diego Rivera came to see me when he was here 
to see his own exhibition at the Palace of the 
Legion of Honor. I took him and his wife out 
there myself. Off the main gallery to the left 
were the Putnam bronzes. Rivera caught sight 
of the bronzes, went over and looked carefully 
at them,studying and observing each one. When 
we finally got him to come away with us he ex
claimed, 'If this man had been in Paris, he 
would have been master of Paris!"

The original plaster cast of the "Walking Puma", a 
bronze of which is in the Putnam collection of the Palace of 
the Legion of Honor,is in Mr. Piazzoni's studio. When Putnam 
wanted to smash it to pieces with a hammer, his friend said 
he would like to have it himself. It was in this manner that 
Mr. Piazzoni saved the cast and other pieces from destruction. 
In the same way, when "Fallen Eucalyptus" was rejected by the 
Paris Salon of 1907,and other animal bronzes of Putnam's cho
sen instead, Putnam was infuriated. He smashed to pieces the 
bent, gnarled figure of the old man before he could be stop
ped— Mr. Piazzoni succeeding only in rescuing the beautifully 
modeled hands— which are still in his possession.
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When Aubertin s&w them in Paris, he exclaimed, "For the hands 
alone, it should not have been rejected!"

THE PUMA. PUTNAM'S FAVORITE THEME 
A beautiful puma, sculptured in stone, which has 

never even been exhibited, is one of the treasured possess
ions of Putnam's good friend, who also has a bronze Puma as 
paper weights on his desk. Everywhere about Mr. Piazzoni's 
studio are reminders of the days when he and Putnam worked 
together.

An impression of Arthur Putnam during their years
together was written by Gottardo Piazzoni and quoted by Julie
Heyneman in her book "Desert Cactus".

"Those were the days of struggle," writes 
Piazzoni, "hope was high and money scarce, 
but we were young and lived from day to day, 
borrowing from each other when we could.
During those years I remember Putnam sell
ing a plaster lion to an artist friend, 
Granville Redmond, for $20; another larger 
piece, and one of his best works, was sold 
for $100 to an art critic, Dr. Melbourne 
Greene, who was an enthusiast on the sub
ject of Putnam's work. Some fine things he 
would destroy.

COMMERCIAL ARCHITECTURAL WORK
"For the support of his family he used to do 
ornamental architectural modeling, for which 
he had great facility and originality. To- . 
gether we did several large reliefs, painted 
maps, and made architectural models for big 
buildings.
"Putnam was happiest when discussing art with 
his few friends, and for distraction he would
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play on the banjo. He loved melody and negro 
songs. He was self-taught. His own figure 
was his model; he dissected animals, rats, 
squirrels, etc., and would often go to the 
zoo to study.
"On our excursions together he would talk a 
great deal, would tell the most interesting 
stories of animals, the wonders of creation. 
You see, he was not a churchgoer, but had the 
artist's religion. He loved to listen, and 
could tell a good story and appreciate a good 
Joke. His laugh was as candid as it was loud; 
it was a joy to hear him laugh.

PUTNAM'S BEST CREATIVE YEARS
"In those days Putnam led a strict life, al
most puritanical, if I may say so for want of 
another word. He was devoted to his wife and 
child, and in the mellow evening light of the 
studio, and in meditation, he loved to write 
to his friends, and his letters had the sad 
strain of music. For his friends he had a 
great affection; for Miss Julie Heyneman, and 
for the late Miss Laura Voorman, who were the 
first ones to take an interest and encourage 
him, long before I met him.
"He would often talk to me. To his students, 
who were few, he was just a companion; he was 
kind and oatient, helping them with his ad
vice, but should they at any time neglect to 
work, or leave things around, or not properly 
clean the studio, then he would sit down and 
write them a long lecture on any old paper he 
could get his hands on. He would leave this 
in a place where they would be sure to find 
it the next morning but, as he was just a 
friend to them,they loved them.
"Apart from being very severe with his own 
work, Putnam was always eager to criticize 
and wanted to be criticized, he wanted to 
help and be helped. Sometimes we would ar
gue for hours, and during all the years to
gether, no matter how bitter the discussions, 
never a hard feeling, only appreciation re
mained. To me all that was of great help.
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PHILOSOPHY OF PEOPLE AND ART
"He had a keen sense of what was good or bad 
in art, and that faculty I believe he never 
lost, up to the last. He was interested in 
and admired anybody who was really proficient, 
whether it was a prize-fighter, a scientist, 
a mason or any other man who could do a good 
job. He hated loafers, drug-store corner and 
cigar-stand idlers, looking on and smoking 
cigarettes. He had strong likes and dislikes, 
had not much sympathy for bums or down-and- 
outers, yet as a whole he loved humanity, and 
this understanding is to be found in his ani
mals. He often had cats and pupa, sometimes 
even a few rattlesnakes, and he used to watch 
their movements. At one time he had a cage of 
all kinds of birds, and one day he opened the 
cage and let them all go;he was happy in their 
freedom.
"Newspaper criticisms about his work never 
bothered him;in fact he very seldom read them. 
He would often come in to my part of the studio 
to paint; he would work all day and at the end 
would say, 'Too much cake'. The next day he 
was back at his clay or stone, sometimes work
ing directly on the stone Itself. I have one 
of these,a stone lion which he did then. Even 
in those early days he used to experiment in 
casting and made a few lead casts."

THE PUTNAMS AT WORK IN ITALY 
Never happy or at ease in an environment foreign to 

him, it was fortunate for Putnam, that his wife and the Piaz- 
zoni's accompanied him to Italy. In Rome, the two young cou
ples settled in the home of Giacomo Balia, a friend of Piaz- 
zoni's, who lived in an old monastery which looked down on 
the gardens of the Borghese Palace. Accustomed to the sunny 
California climate, the Americans felt keenly the icy cold 
and chilly dampness of the vast, high-ceillnged stone walls
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of the monastery, on which the charcoal brsziers and kerosene 
stoves which they bought made hardly any impression.

As Giacomo Balia was a friend of Piazzoni's, Putnam 
was charged a very low rent for his rooms. Mrs. Putnam shop
ped native style in the Roman Markets, bargaining with the 
market women for eggs, fruits and vegetables, so that the 
young couple managed to live very frugally on twenty-five dol
lars a month. Mrs. Putnam had been left a small sum of money. 
With this, and what he saved out of Mrs. Crocker's allowance, 
Putnam was able to realize his ambition to study bronze cast
ing.

He had always been interested in casting, and in 
Rome learned a process, the cire perdue, while he constantly 
experimented on a process he himself had adapted. He planned 
to open a bronze foundry of his cwn upon his return to San 
Francisco, and wrote to his pupil Ralph Stackpole, who had 
also come to Europe and was living in Paris, asking him to 
join in the venture.

PUTNAM AND PUMAS IN PARIS
To his great delight, several of Putnam's bronzes 

were accepted for the Spring Salon of 1906 in the Palace of 
the Via Nazlonale in Rome. Critics and artists alike were 
quick to recognize the genius of the unknown American, and 
praised the vitality and strength of his wild animal figures. 
As a result of the interest aroused in the artistic realism
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of the newcomer, several of his bronzes were sold, five rep
licas of one piece, a puma, being disposed of.

But Putnam's health could not stand the cold of the 
Roman winter, in addition to the strain of the great amount 
of work he was doing under scant and frugal living conditions. 
Exhausted by the intensive efforts to which he drove himself, 
he contracted an attack of pleurisy after he had been in Rome 
six months. He was given excellent nursing and care at a Ro
man hospital, attentions which he owed to the kindness of his 
Italian artist friends. After his recovery, Putnam recuper
ated in the bracing mountain air of the Italian Alps at Cal- 
ascio, Canton Tessin,where he quickly recovered his strength.

Traveling on to Paris, the Putnams and Piazzonis 
took a house in the suburbs at Neuilly, in the Rue de Join- 
ville. One large front room on the first floor was used by 
Putnam for a studio and bronze foundry, while the small back 
rooms served as living quarters and kitchen. The Piazzonis 
lived on the top floor, while Ralph Stackpole, Putnam's pupil 
and friend, lived in the attic. Putnam's Roman foundryman 
joined them in Paris, and the sculptor was at last enabled to 
carry out his long cherished plan of casting his own bronzes.

PRAISE IN PARIS
Soon the cold and the wet, icy slush of the Paris 

winter was upon the Californians, and Putnam, who had barely 
tolerated the stay in Rome, disliked the artificial city life
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in Paris more Intensely every day. He became sick with long
ing for the mountains and desert,the sea and sun of Californ
ia, the hills of San Francisco, and ships sailing into the 
sunset through the Golden Gate.

In Paris,the young American's work again won praise 
from all who saw it, critics and artists,connoisseurs and art 
lovers. Mrs. Crocker's sister,the wife of Prince Poniatowsky, 
took pleasure in introducing the unknown young sculptor to 
famous artists, and wealthy patrons of art who would further 
his career. Prince Poniatowsky himself believed that Arthur 
Putnam was a genius. When Boldini, a noted French portrait 
painter, saw one of Putnam's casts for the first time, he 
could hardly believe it possible that a young sculptor, self- 
taught, could produce such powerful work.

Arthur Putnam was on the very threshold of fame in 
Paris; he had already gained honors at the Salon in Rome, and 
was beginning to be recognized as a new genius in artistic 
circles in Paris; several of his bronzes had been accepted at 
the Paris Salon of 1907— when suddenly, despite the protests 
of his friends, he left the "over-civilized" city, which he 
felt was strangling him artistically, and bolted for Californ
ia, the only environment in which he felt that his creative 
spirit could express itself.
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PUTNAM TIRES OF PARIS. TOO SOON
Despite advice from Piazzoni, Stackpole, Bruce 

Porter and other friends, Putnam was already on his way back 
to America, almost before his friends realized it— just be
fore his bronzes, exhibited at the Paris Salon brought him 
sensational success. Bruce Porter and other friends advised 
him that he should have stayed in either Paris or Rome until 
he had completed enough sculpture to hold an exhibition in 
New York; he could then return to San Francisco with Eastern 
laurels. But he insisted on returning immediately.

PUMA GROUP. A SUCCESS
Aubertin, a French painter, who was one of the 

judges of the Paris Salon of 1907, was so struck by Putnam's 
bronzes that he immediately tried to find the young sculptor 
and wrote him a letter expressing his admiration of a superb 
puma group,saying that he wished he himself could have bought 
it— a letter which followed Putnam to San Francisco. Grateful 
for Aubertin's praises,and for his efforts to have him elect
ed an associate member of the French National Society of 
Sculptors, Putnam presented Aubertin with the piece which he 
so much admired. When he first saw Putnam's animal groups in 
the Salon,Aubertin gathered together all of Putnam's drawings 
that he could find, as well as photographs of his work, and 
took them to Auguste Rodin, to get his opinion. After long
and critical examination of the young American's work, Rodin 
exclaimed, "This is the work of a master!"
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On another occasion, the noted painter John Singer 
Sargent,when he saw Putnam's sculptures, said he was astound
ed that work of such power could have been produced in the 
twentieth century.

Astonishing though it may seem, sculpture of the 
wild animals found in America was at that time a comparative
ly recent art development. Lorado Taft once said, "There is 
a record of just two native animals sculptured in the United 
States before Edward Kemeys of Chicago began his work. Kemeys 
may be regarded as the pioneer animal sculptor in this coun
try."

THE PUTNAMS IN NEW YORK
Upon their return to the United States, the Putnams 

stayed for a short time in New York, where they met their old 
friends Boardman Robinson and Gutzon Borglum and his brother 
Solon, the painter. The two Borglum brothers had had studios 
at the Art Students' League in San Francisco at one time, 
where they were Putnam's neighbors. Ever since the days on 
the ranch near San Diego, Gutzon Borglum had been friendly 
toward Putnam, and he now proved his friendship by trying to 
persuade the young sculptor to stay in New York, to exhibit, 
and to create a market for his bronzes. Borglum, sufficient
ly established as a sculptor to fear no rivalry from Putnam, 
even offered him the use of his own studio in order to make 
his stay in the East financially possible. But Putnam could
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not be convinced that fame and success for him lay either in 
New York or in Europe; he was determined to return to his be
loved San Francisco.

Appalled at the desolation and destruction by earth
quake and fire of the beautiful, hilly city he had known, the 
whole down-town section having been destroyed down to the wa
ters edge, Putnam was forced to take shelter in a tent-house 
on Ocean Beach, a windy,isolated spot between the Cliff House 
and the windmill in Golden Gate Park.

THE "TENT STUDIO" AT SAN FRANCISCO'S BEACH
Earl Cummings, a fellow sculptor, who was at that 

time Commissioner of Parks, lent him a large tent which had 
been used as a temporary school, after the fire; and Hammer- 
strom, a painter friend, who was the keeper of the Park Wind
mill, induced Putnam to buy a lot next to his own on the lone
ly, desolate sand-dunes, miles from any human habitation; 
there was not even a road leading to the dune lots. With 
Hammerstrom's help, he set up the tent on his lot, and there 
the family lived, when Mrs. Putnam and the small daughter 
Bruce joined him.

Damp winter fogs rolled in from the Pacific; rain 
drove in through the leaks in the thin canvas roof; bitter 
trade-winds howled dismally round the tent in the dunes. They 
had no convenient means of transportation to the city; no gas 
or electric light; Grace Putnam cooked on a primitive little
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wood-stove. But N. R. Helgesen, an art dealer, finally man
aged to procure lumber and other building materials for a 
house and had a carpenter help for a couple of days with the 
foundations. The rest of the structure Helgesen built with 
his own hands, with occasional help from Hammerstrom or from 
any of Putnam's friends who came out to see him at the lonely, 
inaccessible place.

Stanley Armstrong, an illustrator who was working 
his way through art school in those days, used to pose in the 
nude for Putnam. He tells of the huge, barn-like studio that 
Putnam built, which was always so bitterly cold and draughty 
that it was impossible to heat;also of the tiny living-rooms, 
and kitchen leading into it, through which Grace Putnam used 
to come and join them in the evenings, after Bruce had been put 
to sleep.

HELGESEN. THE ART DEALER AND FRIEND
Mr, Helgesen was of great help at this time;he dis

posed of some of Putnam's bronzes for him, as he had also be
friended many another struggling artist. Through Earl Cumm
ings whose sculpture studio he shared for about three years, 
and also through Willis Polk, the Architect, Putnam again ob
tained commissions for architectural sculpture. As the re
building of the city progressed,his services were much in de
mand, and the commissions which he received during that time 
proved to be the family's main source of income.
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Putnam worked like a human dynamo during that peri
od, his energy at white heat. He was modeling animal groups, 
casting his own figures in metal and working tirelessly day 
and night, tending the fires of his own bronze foundry. He 
started this in 190S{, assisted only by his brother-in-law,Fred 
Storey, who lived with the Putnams for a year.

THE BRONZE FOUNDRY FLOURISHES
Sales for his bronzes were many; he had all the ar

chitectural modeling he could undertake, and he was making a 
great deal of money, but it seemed to melt away in his hands 
as soon as he got it. It had been one of Putnam's failings, 
and one which caused him difficulties all through his life, 
that he had absolutely no sense of the value of money; he was 
an incurable spendthrift.

Although he secured numerous commissions, his only 
private order of any magnitude was that of Mr. Scripps for 
figures for the series illustrating the original models,which 
he had made in 1903, before going abroad. They mere destroyed 
in the fire, so he was again modeling the gigantic figures of 
"The Indian" and "The Monk" in bis studio at the beach; he 
completed them in 1909, and they won much Draice.

Because of the great distance and slow, inadequate 
transportation between the Ocean Beech and the downtown dis
trict, Putnam also maintained one additional studio on Sacra
mento Street for his architectural work, and another as a
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workshop for rough work done by his Italian workmen on Divis- 
adero Street. Some of his finest bronzes were cast at his 
little amateur foundry at the beach, surpassing the profes
sional casts.

NEW YORK AND SAN FRANCISCO HONORS
A demand had arisen for Putnam's work in New York, 

and he arranged to send some of his bronzes to the Macbeth 
Galleries there. In the spring of 1909 he received a letter 
from Daniel Chester French, the sculptor, with the good news 
that the Metropolitan Museum in New York had decided to pur
chase his group "The Snarling Jaguar" for their American col
lection.

Meantime, Putnam had become a member of the Bohemi
an Club in San Francisco. In 1910, through interested fellow 
members, he was commissioned to model a life-sized figure of 
a pre-historic man. This figure, which is called "The Cave 
Man", apropos of a Bohemian Grove Play of that name written 
by Charles K. Field, was cast in bronze and permanently in
stalled in the Bohemian Club building in San Francisco.

Other works by Putnam which that Club included in 
its large art collection were a bronze figure of Bacchus 
which Putnam devised as a cigar lighter; "The Green Knight", 
in honor of another Grove Play; "Sleeping Puma", and "Puma 
and Footprint".
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PUTNAM "BAS-RELIEFS" IN SAN FRANCISCO
Among the publio and private buildings in San Fran

cisco for which Putnam did ornamental sculpture were the First 
National Bank, The Crocker Bank, the Bank of California, the 
Masonic Temple, the Pacific Union Club, the Flood mansion, and 
the old "Call" and "Examiner" buildings. Among other works, 
he modeled reliefs for the bases of street lights on Market 
and Geary Streets, San Francisco; designed squirrel and cone 
shields for lights in the home of Mr. Walter de la Mert, in 
Piedmont; designed and executed a mantelpiece and other archi
tectural ornamentations for the St. Francis Hotel; also a 
beautiful fountain for the lobby, on which are figures of a 
recumbent and.a sitting mountain-lion.

Not far from here was the old, cosmopolitan Barbary 
Coast and Chinatown in San Francisco, where artists and poets 
rubbed elbows with sailors and passengers from ships sailing 
the seven seas. Here Arthur Putnam, Gottardo Piazzoni, May
nard Dixon and their artist friends used to dine and wine in 
the little Italian restaurants of the quarter, with world- 
famed writers such as Jack London, John Maesfield and Robert 
Louis Stevenson.

In one of the most famous of those old Pacific 
Street restaurants and dance-halls, the Hippodrome, (formerly 
the Midway) Arthur Putnam modeled plaster panels in bas-re
lief of satyrs enthusiastically chasing fleeing nymphs, with 
anatomical details all complete. The satyrs and nymphs have
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been painted and repainted many times,and later were chastely 
adorned with added ribbon streamers. Their lustre is somewhat 
dimmed by time, but still they stand as reminders of the col
orful,picturesque,bygone days of the Barbary Coast,(in 1936). 
They are described by Herbert Asbury in his book,"The Barbary 
Coast", which contains excellent photographs.

PUTNAM'S HEALTH FAILS
In 1909 Arthur Putnam had begun to suffer from ex

cruciating headaches and occasional numbness in different 
parts of his body, but he ignored his condition and continued 
to drive himself beyond his physical capacities. His wife 
constantly urged him to have more regard for his health, but, 
as usual, he disregarded all advice. Finally, in 1911, his 
condition had become so acute that surgeons advised an imme
diate operation to remove a tumor on his brain, as the only 
means of saving his life. His old friend, Dr. Philip King 
Brown,and Dr. Harry Sherman performed the operation. Putnam's 
life was saved, but his left side and arm had become para
lyzed, his sense of proportion and balance were destroyed—  
and he was never again able to resume his work as a sculptor.

Putnam's wife nursed him devotedly, but with the 
operation, a change had taken place in the man's personality. 
He became mentally unbalanced, and as intensely as he had 
previously devoted himself to creative work,with his passion
ate nature held in check, he now went to the other extreme.
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The inhibitions and repressions of an austere, almost puri
tanical life were swept away, and lust and licentiousness 
took their place. With the complete change which took place 
in his nature, he began drinking and consorting with women 
and entered upon a course of general debauchery. He felt that 
his first wife, whom he had loved so dearly from "the minute 
he first saw her", had become his enemy. He felt the same 
way about his old friends, and turned from them ^o the com
pany of strangers. It finally became necessary to engage a 
male attendant to combat Putnam's sudden wild outbursts of 
uncontrollable rage.

Dr. Wilson Shields, a Bohemian Club friend, was ask
ed to take charge of the case, eventually decided that it was 
unsafe for Grace Putnam and the two children, by this time, 
to remain alone with the deranged Putnam in the isolated house 
at the beach. Her husband refused to have an attendant with 
him. Her presence seemed to excite and irritate her husband, 
and as he also refused her care, Mrs. Putnam, heart broken, 
took the children to live in Richmond. Later on, she moved 
with them to Kentfield, where she managed to eke out a meager 
living by giving painting and drawing lessons. Putnam sued 
for divorce on December 2, 1915; his wife obtained the custo
dy of their two children, Bruce, the girl and George, the boy, 
but was too heartbroken to contest the suit in the courts.
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A STUDIO FIRE
In September of that same year,for the second time, 

much of Putnam's work was destroyed. He was then living in 
the studio at the beach when the place caught fire. He was 
lying there helplessly paralyzed,unable to escape or to fight 
the spreading flames. Fortunately, George Stanson, a paint
er friend whose real name was Stojana,and who shared his stu
dio, returned just in time to carry Putnam out of the burning 
building, thus saving his life. A whole wall of the studio 
fell in, shattering the original moulds of "The Indian" and 
"The Monk", and destroying many other works.

There followed a period of excessive drinking and 
carousing, during which the sculptor lived with a succession 
of women. Finally, he quieted down a little,and becoming ac
quainted with Mrs. Marion Pearson, a newspaper woman and wri
ter who was well known in artistic circles in San Francisco, 
where she had lived all her life. Putnam and Mrs. Pearson 
were married on February 20, 1917, and in June, 1921, they 
went to Paris where they lived until Putnam's death in 1930.

PUTNAM'S LAST TRIP ABROAD

The move abroad had been made possible, partly by a 
group of his loyal friends, some of them being fellow members 
in the Bohemian Club, and partly by Mrs. Adolph Spreckels'
purchase of a collection of his bronzes.
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In spite of all the money he had made in the period 
between his return from Paris in 1907, and 1911, when he was 
stricken with paralysis, it was Putnam's fate again to under
go the bitter struggle against poverty. "The picture of Put
nam fainting from hunger on the corner of Third and Market 
Streets (San Francisco),while 300 pieces of his exquisite art 
lay unrecognized in the shack by the beach,is told by Charles 
Rollo Peters" says the San Francisco Chronicle of August 30, 
1922.

"Peters predicts that Putnam will be proclaim
ed the artistic sensation of the age,and named 
the foremost sculptor of animals now living.
"He (Peters) recalls a day, about two years 
ago,when he heard of the dire straits in which 
Putnam was living and interested Mrs. A. B. 
Spreckels in the artist. Together they went 
out to the studio, and on the way Peters pur
chased food. Mrs. Spreckels demurred, fearing 
the offer would offend Putnam, but Peters said 
he preferred to take a chance.
"When they reached the place, Putnam was work
ing in the most primitive of shacks by the o- 
cean, and gratefully accepted the food as a 
famished man would,explaining he had had noth
ing for two days. In the shack were 300 pieces 
of sculpture.
"On finding that Putnam was ill and without 
funds, Peters notified all the well-known art
ists of the country, including Childe Hass&n, 
De Witt Parshall, Simmons and others; also the 
local art colony. All donated what they could, 
and one of Peter's paintings waa raffled, with 
the result that a trust fund of $5,000 was 
raised for Putnam. Financed by the trust fund, 
he packed up 300 pieces of his sculpture and 
went to Paris with his wife."
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LOYALTY OF HIS FIRST WIFE
Three years before Putnam's death, Grace Putnam took 

the two children to Paris to see their father. By that time 
his mental condition had improved, and he had become more ra
tional and balanced in his outlook on life.

Grace Putnam proved to be of the greatest help and 
encouragement to Putnam throughout his career. She was enthu
siastically interested in his work and ambitions,and was will
ing and eager to face poverty and hardshio with him. She had 
plenty of the two latter during his long and desperate strug
gle for recognition.

Putnam's first wife had entirely submerged her own 
artistic asoirations in order to cook and wash dishes and tend 
her babies in some miserable attic or tiny, primitive shack, 
for Putnam craved isolated surroundings in which his creative 
spirit might express itself untrammeled. She had given up ev
erything which most women hold so dear— home, comfort,friends, 
possessions— for the man she loved, hoping to help him realize 
his ambitions and to win fame and honor as a sculotor. It was 
a tragic irony of fate, that after the operation on his brain, 
he should turn against her, and leave her with the care of 
their two .children.

CALIFORNIA EXHIBITIONS OF PUTNAM BRONZES
The Putnam collection at the California Palace of 

the Legion of Honor, Lincoln Park, San Francisco, comprises
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139 nieces in the round, and nine medals in bas-relief, all 
in bronze. There are 19 drawings in pencil. Ten of the bron
zes were presented to the city of San Francisco by Mrs. Spreck- 
els in 1916, where they were temporarily exhibited at the Pal
ace of the Legion of Honor. In January, 1929, Mrs. Spreckels 
gave another group of seventy-nine of Putnam's bronzes to that 
art Museum. Others have since been added.

A collection containing 105 of Putnam's bronzes is 
owned by the Fine Arts Museum at San Diego, California."Snarl
ing Jaguar" by Putnam was purchased for the Metropolitan Muse
um of Art, New York City. Another bronze, "The Death",went 
to the Boston Museum. A cast of "The Puma and the Footprint" 
is at Mills College, California.

The Exposition of 1915 in San Francisco, his first 
great chance to show his prowess, came too late for Arthur 
Putnam— who had been stricken with paralysis four years pre
viously. It had been planned to appoint him as director in 
charge of sculpture at the exposition, but his illness made 
that impossible. However, fourteen of his bronzes were shown 
again at the Post-Exposition Exhibition, San Francisco, in 
1916.

For the south gardens of the Exposition, Putnam mod
eled a graceful figure of a mermaid which was used at either 
side of Stirling Calder's "Fountain of Energy". Unfortunately 
that was his only contribution to the Exposition's architec
tural sculpture.
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"MERMAIDS"— 1915
Eugene Neuhaus, speaking of Arthur Putnam's sculp

tures, in his book "The Art of the Exposition", says:
"As long as we are in the South Gardens, we 
might take time to investigate the two foun
tains on either side of the center (the Foun
tain of Energy, by Stirling Calder). There 
we find a very lithe mermaid used alike on 
either side, from a model by Arthur Putnam.
"Many of us, who for years looked forward to 
the great opportunity of the Exposition, which 
would give Arthur Putnam a worthy field for 
his great genius, will be disaopointed to know 
that the mermaid is his only contribution, and 
is scarcely representative of his original way 
of dealing with animal forms. The untimely 
breakdown, some two years ago, of his robust 
nature prevented his giving himself mere typ
ically, for his real spirit is merely suggest
ed in this graceful mermaid."
Describing Putnam's Mermaid Fountain, Stirling Cal

der gives this picture:
"Long quiet mirror pools flank the great Foun
tain of Energy, giving balance and calm to the 
entrance plaza, or South Gardens. The curved 
ends of the pools are marked by Arthur Putnam's 
beautiful Mermaid Fountain, in duplicate. The 
crowning figure is by no means the conventional 
mermaid. She is free, full of grace, charming
ly poised. The bifurcated tail is original and 
gives sculptural distinction,as well as great
er human appeal. The figure is instinct with a 
spirit of play, but is not boisterous. Arthur 
Putnam is a Californian who has greatly influ
enced the development of art in the West."

THE STORY OF THE SPRECKELS'COLLECTION 
When Putnam's opportunity came to exhibit at the 

San Francisco Exposition in 1915,none of his models were cast 
in bronze,and the director of sculpture could not accept plas
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ter casts. Putnam, helplessly incapacitated, was unable to 
do his own bronze casting, as he had previously done. It was 
during the period of the World War, when all American found
ries were busy night and day with war orders,and would accept 
none from private sources; the metals needed were materials 
of war, and it seemed as if Putnam was destined to lose his 
great opportunity.

Loie Fuller, the famous dancer, was staying with 
Mrs. A. B. Spreckels in San Francisco at the time. Eager to 
help Putnam in this emergency, she left most of her own be
longings behind in San Francisco, and made a hurried journey 
to Paris. She carried as many of Putnam's casts as she could 
as her personal baggage,which was all that travelers were al
lowed to take into port of entry during the war days. Arriv
ing in England, she heard that she would only be allowed to 
take hand baggage across the Channel to France. So, select
ing two of the best models, she hurried over to Paris.

LA LOIE FULLER. THE VALIANT FRIEND
The Germans were advancing on Paris at the time. 

Every available foundry and all metals were under control of 
the War Department. Finally, by a personal appeal to the Min
ister of War, Loie Fuller obtained sufficient bronze for the 
two sculptures. Appealing to Auguste Rodin, who had previous
ly admired Putnam's animal sculptures when they were shown in 
the Paris Salon,she obtained the services of his own foundry-
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man, who had previously refused to cast bronzes for anyone 
except the great Rodin himself. Finally, with all difficult
ies surmounted, the bronzes were cast, and shipped back to 
San Francisco in time for the Exoosltion, winning the coveted 
gold medal.

It was through Loie Fuller, a great admirer of Put
nam's work, that the artist first attracted the attention of 
Mrs. Spreckels. The two were visiting the studio of Aubertin 
in Paris, when Mrs. Spreckels noticed the bronze puma, which 
Putnam had presented to him, on Aubertin's mantelshelf. She 
admired the sculpture very much, visited Putnam on her return 
to San Francisco,and helped and encouraged him throughout his 
years of poverty and struggle,by purchasing a great number of 
his works.

Of these bronzes, Suzanne La Follette says in "Art 
in America":

"Out in California, Arthur Putnam produced, 
before illness cut short his promising ca
reer, those small bronzes and one or two large 
figures which revealed a sturdy independence 
of the sentimental and vitiating realism of 
the Academy, and a talent more promising than 
any American Sculptor has shown since Rimmer."

PUTNAM'S PLACE AS AN ANIMAL SCULPTOR 
In an article which was published in the Sunset Mag

azine for November, 1904, Bruce Porter wrote:
"The difficulty in writing of the work of men 
young in their art is that so much of our en
thusiasm is called out by its freshness, its 
promise;a second difficulty lies in one's con
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scientious doubt as to whether one has the 
right to write of it at all— whether to set 
down a man's accomplishment in black and 
white at an early stage is not in a way to 
commit him; to contribute to the setting of 
bounds, not only for him, but also upon the 
public's perception of his value and accom
plishment, which it is so particularly the 
business of the public to discover unaided.
"I have been asked in this article to con
sider Arthur Putnam's work in animal sculp
ture, but I am of necessity bound to keep in 
mind certain works of his with the human fig
ure (works experimental to a certain degree, 
undertaken within the last two years) that 
carry his gift to a fuller expression and ful
fill the promise that his earlier studies of 
animals so abundantly offered to the sympa
thetic observer. During this interval he has 
also been occupied with various sculptural 
decorations that yet again go to prove the 
range of his activity; and since this state
ment frees me from the implication of setting 
limits, we may take up that with which we are 
more especially concerned now, his work with 
animals.
"It was in this field that he began; the pur
suit of an Interest naturally enough following 
upon the years of isolation spent among the 
mountains of Southern California, in locali
ties far enough removed from civilization to 
allow the puma and the coyote to lurk in the 
chaparral of the ranges, and where the herds 
feed in a freedom that brings them well back 
into a state approaching their forgotten wild
ness.
"His early experience out-of-doors afforded 
Putnam— the artist in him— the knowledge of 
the habits and character of wild life, and, 
too, the impulse to put into form something 
of what he had learned and felt.
"This understanding of these forms of life is 
part of his amazing endowment and understand
ing, quite apart from his power of visual mem
ory. He knows his animals with a knowledge 
which gives the polite fabrications of the
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current literary disciples of nature (the 
writer of popular books, who reduce the char
acters in wild life to a resemblance to the 
automatic toys of the pavement, or into mon
sters possessing a super-human adroitness).... 
the stamp of counterfeit, and it is, perhaps, 
just because his work has so essentially the 
quality of having been done on the spot, that 
we find its truth a little more difficult to 
accent."

PUTNAM'S HIGH PLACE. HISTORICALLY
"Making a long review, mentally, of the use 
in sculpture of animal form (centuries and 
centuries of art), it is surprising how only 
the best has this effect of truth; the re
lief from Nineveh; the lioness wounded with 
spears, in the British Museum, as an example; 
the Egyptians, in their superb conventionali
zations of the sacred animals, an art that 
still touches us in our awe of the cat; Greece 
in her coinage; eagles, lions, dolphins and 
the horse and bull— a level of design reach
ed that is beyond even our dreams now. Then 
Rome; very fine in sculptural effect are these 
presentations of the sacrificial beasts and 
the dog and horse, but something lost from 
those earlier interpretations. The sculptors 
of the Gothic and the Renaissance periods 
struggled with a grotesque sense of animals. 
The later period dealt nobly with the horse, 
but town life had shut the people out from 
an understanding of the freer animals, and 
where they pictured them, they were a frank 
acknowledgment of the curiosity that does 
not understand, but is merely amused with the 
strangeness of the animal in captivity.
"This dullness towards the animal is pretty 
generally maintained in art till the early 
half of the nineteenth century, and here we 
meet the modern expression in its fullest 
force in Barye. No contemporary name stands 
with his; he, for the first time since the 
Greeks, seized on the actual characteriza
tion in its truth. There seems to have been 
no immediate precedent for this frank percep
tion. He had the 'Jardin' with its sad col
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lection of captives, and he had the Louvre 
with its spoils of Nineveh. He stands tow- 
eringly above his contemporaries, even in 
painting. Delacroix's lions are really the 
stage conceptions of what a llpn ought to be: 
Gericault, Fromentin— their Interest in wild 
life was an incident in their observations of 
the desert, and in England, Landseer was at 
the moment submerging the animal in a flood 
of domestic sentimentality that is echoed in 
the literary works of the day."

PUTNAM AND THE FRENCH SCULPTOR. BARYE
"Putnam's imoulse was as intuitive as Barye's 
and without aid from either the collections of 
the 'Jardin' or, and more especially, those of 
the Louvre; his personal deprivation in not 
having at hand some great collection where the 
traditions of art are to be gathered. The de
privation is general in America, both student 
and public lacking such help as a wisely se
lected series of reproductions would afford in 
establishing a standard of taste."
"But a man who has worked seriously at an art 
for a number of years, consciously or uncon
sciously (if he is the true artist) comes to 
an understanding of the tradition, works with 
it, works from it, enlarges it; and this is 
what Putnam has done. Yet it does not lessen 
the difficulty of the accomplishment;and while 
I say that for his sake we have occasionally 
regretted the distance from the Louvre, I see 
clearly enough, too, that, having settled now 
upon the foundations of the tradition, he has 
brought to the tradition a vitality of person
al conviction that he might have lost had he 
had what are termed 'the advantages'. A man 
with a smaller,more facile gift might not have 
survived at all, or have had his stimulus from 
the reproductions of cheaper modern art. Al
ways at hand as these are, and the very ease 
with which they-impose themselves upon the raw 
intelligence makes it more than ever a necess
ity to us, for the sake of student and public 
alike, that we get together a collection of 
first-class works of art, to offset the influ
ence of popular works."
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PUTNAM'S FINE APPROACH TO HIS STUDIES
"If Putnam in those early days missed the in
fluence that a great collection can offer, 
he, by his own right sense, has avoided the 
common pitfalls offered by these easy Salon 
successes; he stands now with an unspoiled 
outlook on his own solid acquirement. This 
is, first, his knowledge of the apoearance 
and motion of animals not only observed, but 
the observation supplemented, backed up by 
thought and investigation, end by the most 
elaborate study of anatomical structure and 
function. He has carried this Investigation 
beyond the school-work of the usual student 
into the intricacies of comparative anatomy, 
the elaborate studies of an anatomist. This 
fact is worth mentioning, because with the 
allurement that clay offers for easy express
ion, the accompaniment of hard study in a 
science apart, is what we hardly expect from 
the artist who is wholly self-taught.
"In the sculpture of animals all this stored 
knowledge is a necessity. Working in the pres
ence of a restive human model must always be 
more or less a working through the memory, and 
with animals in movement, the whole process 
must be from knowledge and memory a one, stim
ulated by occasional observation. This adds 
immensely to the difficulty of a successful 
presentation, and the failure of the greater 
number of the works of art concerned with the 
animal has its cause, I believe, in too great 
a dependence upon the living model. A beast 
penned behind bars in the limited area of the 
exhibition cage (shamefully limited as it al
ways is) is hardly representative of its free 
state at all.

THE SPIRIT BEHIND THE ANIMAL
"I remember protesting to a Japanese painter, 
in the presence of his drawing of a tiger, 
(merely a tigerish mouth, a pair of fixed and 
ominous eyes; of the body there was no indi
cation). 'Why', I asked 'did you not obtain 
a tiger as a model?' 'Ah', he replied, 'I 
must send to India for a tiger; he will be put
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in a box, a small box; he will travel a month 
on the sea; he will be very sick on the sea; 
then he will be brought to my house, still in 
that little box, still very sick. People will 
look at him and say: 'A Tiger J' But to me 
he is no longer a tiger, since he has lost 
his tiger spirit.' He pointed to his drawing. 
'Here you have the spirit;is it not that which 
is the chief part of the tiger?'
"The story embodies the story of many an am
bitious work that has failed, because it was 
without even the perception of the tiger spir
it; the dependence upon the perverted captive 
of the zoological garden for all of the facts 
has brought about the dreary canvases and 
sculpture that hold their proportionate space 
in every large exhibition.
"With all his knowledge Putnam has this in
terior sense of the animals he depicts, in 
their inert langors, their terrible vitality, 
and that dignity that is the hidden quality 
of all wild Ijfe, and that puts to the blush 
much of our human pettiness and self-conscious 
attitudinizing. Looking at his works— here 
is a puma at rest, with a dignity not imposed 
by art, but the true bearing of the animal; 
here the same beast in his triumph of rapine, 
the whole face and body fixed in its expres
sion of power and hunger, lust of blood, and 
that suspicion of the rival waiting to seize 
upon the booty; here cubs at olay, innocent 
frolic of young creatures that yet on the 
instant, can show claws and teeth. Then, the 
humorous awkwardness of the foal on its large 
legs, for its first adventures in life, the 
foolish and appealing innocence of its half- 
frightened friendliness; here's a head of a 
coyote, used as the boss on a door knocker, 
all sly meanness and low skill, and yet win
ning by its very native confession of quali
ties that are all its own.
"This soft controlled body of the puma in the 
act of drinking at a pool gives us, if we look 
quickly enough, a vision as from the edge of 
the desert; the heat, the silence, the covert 
life of the brush and the bare gorges and 
mesas.
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And here is its domestic echo, the family cat, tolerating our society for the sake of 
the comfort available, seated in suspicious 
reserve on the hearth, with memories of Egyp
tian sunshine from the heat of the fire.

THE PLACE OF PUTNAM AMONG SCULPTORS
"With the one exception of Barye's (the one 
supreme modern in his field), I do not know 
of the work of any contemporary man that 
shows more definitely this variety in the 
understanding of animal feeling. I might go 
further, and say that I know of no one who 
can match Putnam at his best, (for he has his 
quota of failures) in the interpretation of 
the natural quality of the wilder animals. 
There are a number of men in England and 
France who go far beyond him in the technique 
of their art; schooled men these are, of long 
training and assured place, but they miss, in 
an undefinable way, just the essential thing 
that he gives us; and it is the essential 
thing that of all others we ask in the new 
art of America.
"No great art is founded upon non-essentials; 
and in America for the present, our first in
quiry of every artist bringing his work before 
the public should be as to what he has to say, 
and afterward, how he says it. It is this 
burden of a message that gives the real weight 
to St. Gaudens' work; he has the most import
ant thing to say, perhaps of any artist work 
in America at the oresent time, and should 
therefore be our seriously accepted influence; 
it gives him a place that a man of delightful 
but lighter gifts, like McMonnies, can never 
lay claim to; and I name these two men togeth
er with my conviction as to their relative 
value, because oufr tendency is, in this heydey 
of our prosperity, to exalt lightness and charm 
in art, and that tendency is dangerously mis
leading to students and to the younger men."
"There is an apparent injustice in bringing 
in just here the name of the young American 
whose work we have been looking at; his tal
ents are but beginning to formulate in ex-
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pression, but he comes in because I believe 
he is a certain quantity to be counted upon, 
in the necessarily uncertain future of art in 
California. His chief claim to our consider
ation lies, I think, in just this fact, that 
he has evidently something to say. He has an 
adequate and increasing skill with which to 
say it. He is one of a number of men amongst 
us whose work is very much more than a prom
ise, and I wonder if it is not part of the re
sponsibility of the intelligent citizens in a 
young community, to educate their perception 
of what is distinctively native in our art, 
and thoughtfully to foster it— for their own 
sake of that same uncertain future, that to 
some of us seems alarmingly imminent in its 
chances for going wrong."

In an article on Putnam and his work, published in 
Arts and Decoration, September 1923, Phyllis Ackerman says, 
in part:

"Barye, the most famous animal sculptor of 
modern Europe, was a great plastic dramatist. 
He saw his models in terms of emotion, strug
gle, and climax, and read into them human ex
perience. In fact, what he was creating was 
the expression of human passions, and that he 
should have chosen to embody them in animal 
forms was almost accidental. A Bary^ lion 
is incidentally a lion, primarily regal power, 
strength, ruthlessness.
PUTNAM AND BARYE COMPARED AND APPRECIATED
"But Barye, in spite of his anthropomorphic 
interpretations, knew his beasts too, so that 
he has, until now, stood unrivalled among the 
moderns in his own field. Now, however, Paris 
has found for Barye a rival; a rival the more 
dangerous because he possesses just the direct 
objectivity of vision that strips the animal 
of all human interpolations. In the exhibi
tion of the gifts that have been offered by 
various governments and private individuals in 
Europe to the California Palace of the Legion 
of Honor, founded in San Francisco by Adolph 
and Alma de Bretteville Spreckels, there is a
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whole gallery full of lithe panthers, heavy- 
shambling bears, mean, cunning cats and lynx, 
and sharp, rabid coyotes and foxes. Most of 
them are only a few inches high, but all of 
them are threatening in their primitive pow
er. They have conquered the Paris amateurs 
and critics of art.
"Curiously enough, this animal sculptor that 
Paris is acclaiming as equal to or greater 
than Barye has come,not out of France itself, 
but out of America's own Far West. He is 
Arthur Putnam, who after years of struggle in 
San Francisco, managed to get to Paris, won a 
place in the Salon, was discovered by the 
French painter Aubertin, and by him brought 
to the attention of Mrs. Spreckels, herself 
a San Franciscan. As a result, Mrs. Spreckels 
had his entire collection of models cast in 
bronze by a French 'fondeur' to be sent back 
to San Francisco, whence they originally came. 
Thus Putnam's work and his reputation are mak
ing a complete circle via Paris back to their 
point of origin......
"Putnam was a really great sculptor. He 
thought naturally in solid, expressively mod
ulated, three-dimensional forms. His pieces 
have bulk and it is not empty bloated bulk, 
but solid structural form. His surfaces are 
in broad, broken planes, conventionalized, 
but not at the expense of accuracy, not in 
that tricky expressiveness of which many of 
the Rodin imitators are guilty, but in a vi
tal realism. In a sense, he is a lumierist 
sculptor, because he evidently has fashioned 
his surfaces in large masses of light and 
shade; but he is not a lumierist sculptor in 
the specious sense of some of the moderns who 
create a veil of atmosphere that destroys the 
architectonics of the stone. Most of his 
pieces, moreover, are treated not only in 
terms of mass and surface, but in considera
tion of the outline also; from the pattern
ing of the poses of his animals, he gets not 
only arresting decorative effect, but also 
expressive force. He uses attitudes in'ani
mals, as Michael Angelo used them in men, to 
convey the feeling of concentrated power.
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"And finally, through the adjustment of his 
weights, he gets an extraordinarily sympathetic 
interpretation of different qualities of move
ments. The shambling, heavy gait of a bear, 
the supple flow of the panther*s walk, the alert 
light-footed tread of the coyote are all there 
in an intensified expression that stirs instant 
appreciation in the beholder.
"Fundamentally he stands in direct antithesis to 
Barye. For whereas Barye selected a dramatic 
episode to depict, Putnam presents his animals 
in a casual, typical moment, pacing or sleeping, 
with no irrelevant interest dragged in through 
the illustration of an exciting incident. But 
Barye, having selected his literary situation, 
then portrays it with the most correct anatom
ical realism possible, so that his most perfect 
pieces might be cast direct from the subject it
self. Putnam on the other hand takes his simple 
realistic poses but renders them in a sculptural 
interpretation which, although it gives the ef
fect of the animal more keenly than a more accu
rate imitation, would prove to be far from the 
actual fact. Barye is a narrative naturalist. 
Putnam is an objective expressionist.

PUTNAM'S CONTRIBUTION TO OUR TIME

"The accident of his life, and as' a result of it 
the limitations of his sympathies,restricted his 
work largely to the specialized field of wild- 
animal portrayal. But he did make some tentative 
excursions with the portrayal of the human form, 
and while here his lack of academic education at 
times became apparent, he overcame his difficul
ties and succeeded in producing one great piece 
that takes rank with the significant pieces of 
plastic art of modern times. This is his life- 
sized figure of the prehistoric man, the 'Cave- 
Man', a brooding creature, half human, half 
beast, who struggles through a mental twilight 
with an expression of frustration, that is form
ed not only by the obvious gesture of scratching 
his head, but by the whole crouch of his power
ful body. In force of conception, and especial
ly in breadth and conviction of execution, it
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stands in the forefront of modern European 
sculpture. Had Putnam retained his powers 
to the fullest maturity, he would have been 
one of the giants of his art. Even cut short 
aa he was,he is one of the greatest contrib
utors to the work of our time."

No better resume of Arthur Putnam's life can be 
given than that of the Editor of Arts and Decoration in Sep
tember 1923, when he speaks of "The fight for his very ex
istence made by the young American sculptor Arthur Putnam, 
to whom critical recognition and an established position in 
the world of art have come too late. A sensitive nature bro
ken on the wheel of harsh circumstances,he is now hopelessly 
and permanently incapacitated. Here is one of the great 
present day tragedies of art hitherto unrecorded."
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ARTHUR PUTNAM

REPRESENTATIVE
BRONZES

PALACE OF LEGION OF HONOR, SAN FRANCISCO, CALIFORNIA:
Pumas (Male and Female)
Decorative Figure for Bohemian Club 
Colt
Lion at Rest 
Indian (small study)
Head of Puma 
Tigers Placque 
Lion on Boulder 
Leopard 
Buffalo Head 
Prospector
Man on Horse Fighting Bear
Dancing Faun and Goose
Fight between Man and Puma
Mother and Son
Neptune Reclining
Junipero Serra
Standing Bear with Ball
Dog and Bone
Bear and Skull
Spread Eagle
Hand
Coyote Head 
Coyote and Snake 
Brown Bear 
Lynx Kitten 
Squirrel
Decorative Bracket-Squirrel and Acorn
Walking Tiger
Indian Grinding Corn
Contortionist
Monk
High Relief (Male and Female)
Tiger Placque
Buffaloes Fighting
Wrestlers
Lion and Lioness
Head of Puma— Mouth open
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Combat— Indian Horse and Buffalo
The Green Knight
Sheep Shearing
Slave Handcuffed
Flying Messenger
Puma and Alligator Fight
Puma and Balls
Bear with Paw on Rock
Men Drinking
Foot
Tiger Love
Kangaroo
Lynx Ready to Spring 
Hyaena
Wild-cat Kitten 
Seated Man 
Saber Toothed Tiger 
Victory Sketch 
Indian and Puma 
Puma Cleaning Up 
Sneaking Coyote 
Gnu and Leopard 
Hunting Dogs and Puma 
Indian and Puma 
Puma and Lizard 
Puma Licking Paw 
Lynx Head
Puma and Tiger Fighting
Puma and Child
Puma and Deer
Puma on Guard
Puma Resting
Lieness and Snakes
Two Lions (Fountain)
Man and Lion
Mermaid Fountain with Lizard in Hand 
Sketch for Equestrian Fountain 
Kangaroo and Dogs 
Combat (small, Man and Puma)
Leopard on Watch 
Tiger Resting (Male)
Lioness Resting
Sketch for Haile Monument
Lynx Resting
Bear Scratching Back
Bear Walking
Lynx Sitting
Vaulting Figure
Elephant
Man and Snake
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Lion Resting
Indian and Puma Combat
Puma Yawning
Snarling Lion
Combat— Man, Puma and Cub
Lynx and Child
Pumas Fighting over Deer and Snakes
Puma and Footprints
Boy and Hare
Old Man and Child
Venus and Staff
11 Penseroso
Cave Man
Wounded Hercules
Pumas (small, Male and Female Reclining)
Lynx Watching
Tiger Reclining (medium)
Lion Resting (medium)
Wounded Buffalo and Young
Bear Scratching Hind-Paw
Lynx Wounded
Puma Resting
Lion Resting on His Paws
Lynx Kitten
Coyote Frightened
Antique Greek Figure (Winged Head)
Small Herd 
Leopard Resting 
Puma on Lookout 
Puma Resting (small)
Decorative Bracket (Head of a Satyr) 
Motif for a Tomb

BRONZE MEDALS

Les Poux 
La Sape
French Soldier Resting Against Gun 
French Soldier Sitting with Hands to Face 
French Soldier with Bread on Stick over his 

Shoulders
French Soldier with Canteens over Shoulder 
French Soldier Resting in Trench, Smoking Pipe 
French Soldier Sitting Down with Blanket 

Thrown over Knees 
Hiver MCMXVI
Nineteen Pencil Sketches of Men and Animals 

(framed)
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FROM THE OFFICIAL CATALOG OF THE DEPARTMENT OF FINE 
ARTS, PANAMA-PACIFIC INTERNATIONAL EXPOSITION 1915, 
SAN FRANCISCO, CALIFORNIA:

Indian and Puna 
Skunked Wild Cat 
Sneaking Coyote 
Leopard and Gnu 
Combat 
Tiger Love 
Resting Puma 
Little Bear Cub 
Buffalo Hunt 
Coyote Head 
Crouching Wild Cat 
Two Pumas
Puma and Snake (illustration)
Snarling Jaguar
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Art Index 1929-1932 
Mallett's Index of Artists
Amer. Magazine of Art, Vol. 20: 276, May 1929, 

illustration
Catalog of Post-Exposition, P.P.I.E., San Fran
cisco, 1915, (1916 period)

Panama Pacific Exposition Catalog de Luxe, 1915, 
Vol. II, p. 445

Impressions of the Art at the Panama Pacific 
International Exposition (1916)

Modern Tendencies in Sculpture, Lorado Taft, 
(book) (1921)

Desert Cactus by Julie Heyneman (Arthur Putnam, 
Sculptor, in American edition) (1932)

American Magazine of Art, May 1929, p. 276, il
lustration

Sunset Magazine, November 1904, Vol. 14: 55
Art in America, Suzanne La Follette (1929) (book)
Craftsman November 1905
Arts and Decoration, September 1923
Monumental News, May, August, September 1905
Art Digest, June 1930, obituary
L'Art et Les Artistes, 1922-23, p. 365
Art in California, p. 174 etc.
San Francisco Chronicle, August 3, 1930 

(Bronzes, Legion of Honor)
Art of the Exposition, Eugene Nehhaus 
Sculpture etc. of the Exposition, Stirling Calder 
Brief Guide etc. to the Exposition, Michael Will

iams
Nature Magazine, January 1931, p. 21
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AMERICAN ART ANNUAL See AMERICAN ART DIRECTORY 
Arntzen and Rainwater Bl

New York TIMES
Gregory (New York, New York)

San Francisco CHRONICLE 
Gregory

DICTIONARY OF AMERICAN BIOGRAPHY 
Sheehy AJ41

Thieme, Ulrich, and Becker, Felix. ALLGEMEINES LEXIKON DER BILDENDEN 
K^NSTLER VON DER ANTIKE BIS ZUR GEGENWART.

Arntzen and Rainwater E50

Fielding, Mantle. DICTIONARY OF PAINTERS, SCULPTORS AND ENGRAVERS. 
Arntzen and Rainwater E173

WHO'S WHO IN AMERICA 
Sheehy AJ57

NATIONAL CYCLOPAEDIA OF AMERICAN BIOGRAPHY 
Sheehy AJ43

STUDIO INTERNATIONAL
Arntzen and Rainwater Q331; ULS

ART INDEX
Arntzen and Rainwater A3

Mallett, Daniel Trowbridge. MALLETT'S INDEX OF ARTISTS: INTERNATIONAL- 
BIOGRAPHICAL, INCLUDING PAINTERS, SCULPTORS, ILLUSTRATORS, ENGRAVERS 
AND ETCHERS OF THE PAST AND THE PRESENT.

Arntzen and Rainwater E44

AMERICAN MAGAZINE OF ART See MAGAZINE OF ART 
Arntzen and Rainwater Q229; Karpel S166; ULS

ILLUSTRATED CATALOGUE OF THE POST-EXPOSITION EXHIBITION IN THE 
DEPARTMENT OF FINE ARTS, PANAMA-PACIFIC INTERNATIONAL EXPOSITION,
SAN FRANCISCO, CALIFORNIA. San Francisco: San Francisco Art Association, 
1916.

Rocq 11808

CATALOGUE DE LUXE OF THE DEPARTMENT OF FINE ARTS, PANAMA-PACIFIC 
INTERNATIONAL EXPOSITION. Edited by John E. D. Trask and J. Nilsen 
Laurvik. 2 vols. San Francisco: Paul Elder, 1915.

Rocq 11687
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Brinton, Christian. IMPRESSIONS OF THE ART AT THE PANAMA-PACIFIC 
EXPOSITION, WITH A  CHAPTER ON THE SAN DIEGO EXPOSITION AND AN 
INTRODUCTORY ESSAY ON THE MODERN SPIRIT IN CONTEMPORARY PAINTING.
New York: John Lane, 1916.

Karpel F142; Rocq 8411

Taft, Lorado. MODERN TENDENCIES IN SCULPTURE. Chicago: University 
of Chicago Press, 1921.

Karpel F25

Heyneman, Julie Helen. ARTHUR PUTNAM: SCULPTOR. San Francisco:
Johnck & Seeger, 1932. Rocq 9792.

British edition: DESERT CACTUS: THE PORTRAIT OF A  SCULPTOR.
London: G. Bles, 1934.

AMERICAN MAGAZINE OF ART See MAGAZINE OF ART 
Arntzen and Rainwater Q229; Karpel S166; ULS

SUNSET
ULS

La Follette, Suzanne. ART IN AMERICA. New York and London: Harper & 
Brothers, 1929.

CRAFTSMAN
Karpel Sill; ULS

ARTS & DECORATION
Arntzen and Rainwater Q94; Karpel S85; ULS

MONUMENTAL NEWS 
Karpel S177; ULS

ART DIGEST See ARTS MAGAZINE 
Arntzen and Rainwater Q98; ULS

L'ART ET LES ARTISTES
Arntzen and Rainwater Q66; ULS

ART IN CALIFORNIA: A SURVEY OF AMERICAN ART WITH SPECIAL REFERENCE 
TO CALIFORNIAN PAINTING, SCULPTURE, AND ARCHITECTURE, PAST AND PRESENT, 
PARTICULARLY AS THOSE ARTS WERE REPRESENTED AT THE PANAMA-PACIFIC 
INTERNATIONAL EXPOSITION ... San Francisco: R. L. Bernier, 1916.

Rocq 16656

San Francisco CHRONICLE 
Gregory

Neuhaus, Eugen. THE ART OF THE EXPOSITION: PERSONAL IMPRESSIONS OF 
THE ARCHITECTURE, SCULPTURE, MURAL DECORATIONS, COLOR SCHEME & OTHER 
AESTHETIC ASPECTS OF THE PANAMA-PACIFIC INTERNATIONAL EXPOSITION.
San Francisco: Paul Elder, 1915.

Karpel F146; Rocq 10616
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Perry, Stella George Stern. THE SCULPTURE AND MURAL DECORATIONS OF 
THE EXPOSITION: A PICTORIAL SURVEY OF THE ART OF THE PANAMA-PACIFIC 
INTERNATIONAL EXPOSITION. Introduction by Alexander Stirling Calder 
San Francisco: Paul Elder, 1915.

Karpel F147; Rocq 10949

Williams, Michael. A  BRIEF GUIDE TO THE PALACE OF FINE ARTS, PANAMA 
PACIFIC INTERNATIONAL EXPOSITION ... POST EXPOSITION PERIOD.
San Francisco: San Francisco Art Association, [1916?]

NATURE MAGAZINE 
ULS



b. September 6, 1873 [Waveland], Mississippi 
d. May 27, 1930 Ville d'Avray, France

Bay St. Louis: CSL
Waveland: CAR, J. H. Heyneman, ARTHUR PUTNAM: SCULPTOR, and

DICTIONARY OF AMERICAN BIOGRAPHY

SUPPLEMENTARY BtBUOGRAPHY

0833
ARTHUR PUTNAM

OBITUARIES

NEW YORK TIMES
May 29, 1930, p. 23

SAN FRANCISCO CHRONICLE 
May 29, 1930, p. 4

MONOGRAPHIC SOURCES

CALIFORNIA DESIGN 1910
111.: LARGE PUMA SMELLING OX TRACK

Dickson, Samuel. THE STREETS OF SAN FRANCISCO. Stanford: Stanford 
University Press, 1955.

"Arthur Putnam," biographical sketch (pp. 149-162).

THE HALL OF AMERICAN ARTISTS. Vol. 9 [New York]: New York University 
1954 .

"Arthur Putnam," biographical sketch by William Francklyn Paris 
(pp. 55-62).

Heyneman, Julie Helen. ARTHUR PUTNAM: SCULPTOR. San Francisco: 
Johnck & Seeger, 1932. 192 pp.; b&w ills. Rocq 9792.

British edition: DESERT CACTUS: THE PORTRAIT OF A  SCULPTOR.
London: G. Bles, 1934.

Snipper

NEWSPAPER AND PERIODICAL SOURCES 

AMERICAN ART REVIEW
Vol. 3, no. 5 (September-October, 1976), pp. 71-81, "Arthur Putnam, 

Animal Sculptor," by Carol M. Osborne, biblio., ills.

ARTWEEK
Vol. 4, no. 35 (October 20, 1973), p. 14, Palo Alto Cultural 

Center exn.
(continued)
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NEWSPAPER AND PERIODICAL SOURCES (continued)

CALIFORNIA PALACE OF THE LEGION OF HONOR BULLETIN
Vol. 5, no. 11 (March, 1948), pp. 86-91, "Arthur Putnam," 

by Gay D. Davisson, bio. info., ill.: PUMAS FIGHTING OVER 
DEER; MERMAID FOUNTAIN; HARE AND CHILD

Vol. 15, no. 11 (March, 1958), "Arthur Putnam, 1873-1930, Exhibition 
of Bronzes in New Gallery," by James I. Rambo, ills.

Vol. 25, nos. 1-2 (May-June, 1967), "Four San Francisco Sculptors:
Part 1: Arthur Putnam and Haig Patigian," by William H. Eisner, 
ills.

SAN FRANCISCO CHRONICLE
July 10, 1904, p. 46, recent work
October 6, 1904, p. 5, recent work, ill.: THE INDIAN
December 11, 1904, p. 33, Bohemian Club exh., ill.: GROUP OF TIGERS 

AND MAN
February 7, 1909, p. 30, foundry open, to leave for San Diego 
January 22, 1912, p. 1, cafe panels criticized 
February 21, 1917, p. 5, marriage to Marion Pearson 
April 29, 1917, p. 23, lion sculpture
February 7, 1926, p. 4, prohibition raid on AP's studio
December 30, 1927, p. 5, sculpture presented to Legion by Mrs. Spreckels
January 3, 1929, p. 4, bronzes given to Legion by Mrs. Spreckels
August 3, 1930, p. D5, Legion exh. rev., bronzes and dwgs in one 

man show, bio. info.
November 13, 1932, p. D3, sculpture to be exh. at Legion
November 27, 1932, p. D3, Legion exh., J. Heyneman biography published
August 18, 1935, p. D3, SFMOA exh.
August 21, 1935, p. 10, letter to editor regarding AP's art
September 27, 1937, p. 5, lion sculpture found at Goodwill 

Industries, bio. info., ill.

SUNSET
Vol. 21, no. 6 (October, 1908), cover and pp. 555-556, "Animals 

Trapped in Plaster," by Lucy Baker Jerome, ill.: PUMA AND 
RATTLESNAKES; THE FALLEN EUCALYPTUS; SKETCH OF ARTHUR PUTNAM, 
by Julie Heyneman

ARTHUR PUTNAM

(continued)
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EXHIBITIONS AND EXHIBITION CATALOGUES

Oakland, California. The Oakland Museum. ARTHUR PUTNAM: SCULPTOR. 
April 11-June 4, 1978. [No catalogue issued.]

Oakland, California. The Oakland Museum. 100 YEARS OF CALIFORNIA 
SCULPTURE. August 7-October 17, 1982. 48 pp.; b&w ills.

Includes an historical survey of "California Sculpture before 
1940" by Harvey L. Jones and a biography.
111.: THE FOOTPRINT, 1908

BIOGRAPHICAL DIRECTORIES

AAA 1929; 1930, obituary 
Benezit
DICTIONARY OF AMERICAN BIOGRAPHY
Fielding
Mallett
Samuels

111.: SNARLING JAGUAR, 1906 
Smith
Thieme-Becker

ARTHUR PUTNAM

INDEXES

Chicago Art Institute 
Clapp

ARCHIVAL SOURCES

Archives of American Art 
Bancroft Library 
CSL (1907: Paris)
Oakland Museum

BIBLIOGRAPHY

Karpel


