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INTRODUCTION

The Aim of the Thesis

The aim of this thesis is to identify the need, sources and
methods for motivation in the art class. I have studied
this area by using the figure as a motivating image both

for my own personal work and for the project I carried out

in the classroom.

I have also combined this with a brief consideration of the
implications of the new junior Syllabus for Art, Craft and

Design as a motivating factor for teachers and pupils.

OQutline and Methodological Considerations

In order to put forward the case for the value and need

for motivation in the art class I decided that in Chapter One I
would first explain the concept of motivation, detail sources of
motivation and various views on this topic to create a

solid basis and understanding for the accompanying research.

In Chapter +two I give a description of my major study project

and introduce the figure as a motivating image for my own work.

I also discuss other relevant motivating factors which

influenced this project.

In 'Chapter Three I explain how I introduced this project to






a classroom situation, approaching it from a different angle

but keeping the figure as a source for the images rendered.

I show, in Chapter Four, how I used the image of the figure
as a vehicle for introducing pupils to the history and

appreciation ot art, by looking at it in it's social context,

In Chapter Five I explain the educational relevance of a

study in motivation. I look at the new Junior Syllabus for
Art, Craft and Design and look at the implications for using
it as a motivator. This chapter is also very much concerned

with the role of the teacher as a motivator.

My research methodology has been largely two—-fold. At one
level, I used the conventional method of reading various
material on the subject of métivation. On another level, I
have developed views, or had previous ones confirmed,
through direct observational research during my practical

teaching experiences.

Limitations

As stated above, the aim of -this thesis is the study of
motivation as an essential ingredient in the art class.

It is also a study of the new.Junior Syllabus for Art,

Craft and Design and it's implications for the subject.

Therefor e at this stage I would like to draw attention to the fact no

pupils have yet completed the new course in its entirity and it js






very much in the development=slstage. It is thus possible that
criticisms made in this thesis will have already been dealt

with by the time of completion.

I would also like to remark that I feel that verbal accounts
do not sufficiently describe my classroom experiences. As

I began to describe my teaching experiences it seemed to me a
poor comparison with what actually happened. The intonation,
the rhythm, the sequence of :‘words, time and place, the
intellectual conditions of the pupils and all the other
circumstances which create a dynamic atmosphere cannot be
recreated; but this is the very medium which helps produce

a creative climate. My own involvement and motivation in the
subject created the readiness in the pupils to absorb what

I had to offer. The most precious times in my teaching
experiences are when I succeed in lighting an intellectual
spark in a pupil and get through to his or her innermost
being. This precise moment happens in a split second and

is gone, never to be repeated. Mere accounts of what
happened simply lack the vitality and enthusiasm present

at the time.






CHAPTER 1

MOTIVATION

Qutline

I consider that it is important and necessary at
the outset of this project to define and determine
the concept of motivation. Therefore, in this

chapter, I will look at and discuss:

(i) What is motivation? - some definitions and
its relevance to educational experiences.

(ii) Sources of motivation - extrinsic and
intrinsic.
(iii) Motivation and psychologists -
The Behavioural view
The Cognitive view
and The Humanistic view.

(iv) Variables affecting motivation, including
Sear's study of levels of aspiration.

The above points will all be invariably linked to

practice in the art class.






1.2 What is motivation?

How many of us would be content to look at a beautifully
wrapped present? We would not be satisfied until we

had ripped off the paper to éee what was inside. We are
all driven and urged to learn by the curiosity surrounding
things we do not know about. It is this "drive" which
teachers should be aware of and use constructively as a
positive forceThis "drive" which I refer to is what I would

consider motivation.

Motivation - derived from motive - "that which incites to
action; cause; inducement; purpose; to prompt"j Simply
stated, motivation implies being sufficiently interested

in something to act upon that interest. It is one of those
words widely used but very rarely fully understood. One
knows when one is motivated, one knows when one is not,

it appears to come and go without much control from it's

host.

However, as an art teacher, motivation is an essential
ingredient in order for teacher and pupils to benefit

positively from classroom experiences. Unlike most other
subjects in schools, the mejority of artwork is campleted during
school time rather than as homework. Therefore, the art teacher
must be capable of sufficiently motivating pupils in order to
grasp their attention and concentration to achieve the

maximum standard of work ‘during the time allocated. But






along with this, the art class can offer experiences that will
motivate pupils on a much broader basis and thus transform
their life experiences. This will be expanded on later in this
chapter.

Within the context of education, motivation can be defined

as the process of arousing, sustaining and regulating

activity for the purpose of causing the pupil to perform

in a desired way.2 The questions that need to be answered to
engage successfully in the process of motivation are; What
types of motivation are there? What techniques can be used

to evoke a particular type of motivation in a particular
situation? and which techniques and types of motivation

can be used best with what kinds of learners ? Which kinds

of art activity are most effective in this context?

One can categorise motivating processes in various ways,
for example, as forces described as needs, desires, goals
and intentions; as forces residing within and outside of
the individual; as those which are intrinsic or external
. . & - P -~ ! - 3

to an event which is the object of one's interest, or as
motives associated with survival and security and
satisfaction and stimulation. Let us first take a look

at the sources of motivation.

Sources of Motivation

Generally speaking there are two main sources of motivation.

1. Extrinsic sources; reward is found in thmgs outside the






task itself e.g. grades, money from
parent, teacher approval etc.
2. Intrinsic sources: The reward is found in the task itself.
Pupil is motivated by his/her natural
curiosity drive, to satisfy the need

to know and understand, after exper-

iencing cognitive disequilibrium.,

In the art class both of these sources can be used positively

and constructivelv since pupils can be given prac

r

ical
problems to overcome which may appeal to their intrinsic
curiosity drive, whilst they will also be working towards

a visual end product which would undoubtedly appeal to their
éxtrinsic motives. In this way teachers can work with a
broad spectrum of pupils e.g. pupils who perhaps prefer
extrinsic motives, will be driven to solve pmblems in their

effort to achieve the visual end product.

1.4 Motivation and Psychologists

Motivation is a subject which has fascinated psychologists,
perhaps it is its intangible quality which has sparked such
interest and motivated them to research this subject.

Their views can be divided into three main groups;

(i) The Behavioural view and Social Learning Theory

(ii) The Cognitive view

(iii) The Humanistic view






The Behavioural View

This view is upheld by such people as Skinner4 who stresses
that individuals are motivated when their work is positively
reinforced e.g. by observing someone else benefitting from

a certain type of behaviour may motivate a person to do

the same.

The Social Learning Theorists, e.g. Bandura,5 can be included
in this group as they emphasise the impact of identification
and imitation, identifying the teacher as a role model.

This will be discussed further in Chapter Five.

The Cognitive View

This view stresses that students are motivated when they
experience a cognitive diseqﬁilibrium and the desire to find the
solution to a problem, which they feel compelled to overcome.
This is an intrinsic form of motivation in which learning
occurs for its own sake. This view is related to Piaget's
principles of equilibration, assim ilation and accommodation.
Piaget proposes that children possess an inherent desire to
maintain a sense of organisation and balance in their

conception of the world (equilibrium)6.

The art teacher can put this view into practice by ensuring
that projects have sufficient problem—-solving qualities so

as to appeal to the pupils' inner cognitive drive.






The Humanistic View

This view is based on W.B. Cannon's7 physiological theory of
homeostasis, which showed how various mechanisms in the body
operate to restore a state of equilibrium when there is a
departure from it, for instance, a hunger state. Deficit
states such as those of hunger were called by psychologists,
states of need and the hypothesis was that all behaviour is
originally motivated by the overall tendency to restore a

steady state of equilibrium.

Abraham H. Maslow's 8 views on humanistic education were

very much concerned with promoting motivation in the classroom
and he proposed a theory of Growth Motivation (or need
gratification) derived from Cannon's study. He refers to

"need gratification" as

the most important single principle underlying

all development

adding that

‘the single holistic principle that bonds
together the multiplicity of human motives
is the tendency for a new and higher need
to emerge as the lower need fulfills itself

by being sufficiently gratified. ?

10






He elaborated on this basic principle by proposing a hierarchy

of needs. Deficiency needs include physiological needs at the bottom -
followed in ascending order by cafeéty, belongingness and love
and esteem needs. The need forself-actualisation, the desires to

know and understand and aesthetic needs are referred to as

growth needs. The table below presents Maslow's list of

needs arranged in hierarchical form.
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Growth Needs

In Maslow's theory of motivation when individuals have
satisfied their lower, or deficiency needs, they will feel
motivated to satisfy higher growth needs - not because of a
deficit but because of a desire to gratify needs. One
down-to-earth implication of Maslow's theory is that a teacher
should do everything possible to see that the lower level
needs of pupils are satisfied so that they are more likely

to function at higher levels. Pupils are more likely to be
motivated to seek satifaction of the need to know and

understand in the classroom if they are physically comfortable;

11






feel safe and relaxed, have 'a sense ot belonging and experience
self-esteem. "Maslow sees the teacher as being in a key position

to satisfy deficiency needs.

Applying this to the art class, I feel it is essential that
pupils do not view it as a threatening environmentbut rather

as a place they feel relaxed and welcome in. This does not mean
a messy, carefree environment, I would see it rather as aroﬁm
they are responsible for and have pride in by encouraging them
to bring in interesting articles and pictures to hang up

and by giving them a duty in the art room be it giving out
materials or being responsible for the 1deas noticeboard.

If they feel that they are contributing to the running of the
art class, they will have pride in it and be encouraged to

work in it.

I feel it is important that the art teacher realises that no
one of the above views is the absolute correct one to use.
Different ones will work better for different pupils and

all three <can work simultaneously in the class. I would
view the study of motivation as being crucial for a

teacher. Without a knowledge of the ways and means of
encouraging childrens' learning, knowing aboui their
"appetites" in the widest sense of the word, being sensitive
to their interests and needs, the teachers task would bpe
impossible. However, one must also be aware of the factors
that affect motivation it is not just a smooth path, but

rather, it is subject to a variety of influences.

12






1.5 Variables affecting motivation

Motivation is a difficult subject to analyse because so may

different factors influence the inclination to learn., To

appreciate this point I have compiled a list of what T

consider to be the many variables affecting motivation.

(1)

(ii)

The Nature of the Learning Task If the task, no

matter how dull, is presented in an exciting and
interesting manner, pupils will be motivated to
engage in it, rather than if it is presented in a

boring manner.,

Related to the above point is the personality and

‘approach of the teacher. I believe a teacher who is

enthusiastic, pleasant, helpful, understanding and
well organised will be much more likely to succeed
in motivating his or her pupils, than one who makes
it obvious that they regard teaching as "just a job"
is disorganised and when pupils experience
difficulties, assumes that they lack ability and

nothing can be done to alter the situation.

(iii) Classroom Atmosphere Anart room which as a

relaxed atmosphere, where there is an emphasis on
individual improvement and encouragement has a
much greater chance of promoting motivation in the

pupils than a room where the atmosphere is tense
with an emphasis on competition and public

comparisons which often result in humiliation.

13






(vi)

(v)

The Characteristics of Individual Pupils also plays an

important role in determining the level of motivation in
pupils. Pupils with many abilities and aptitudes, who have
always earned high grades or who come from affluent
backgrounds which provide them with a wide variety of
experiences, those who are confident, healthy and happy
with supportive parents are much more likely to be
motivated in their work than pupils how do not have

these advantages.

Perhaps the most important factor affecting

motivation is the pupils level of aspiration. FEach

one of us has specific standards of achievement for
self, these are our lévels of aspiration. The level
at which we aim has important bearing on our level
of performance as determined in a study carried out

by Searslo°

Sear's study on the level of aspiration

This study was carried out on a group cf 10-12 yecar

old children. They were divided into three groups.

Group 1 : Successful

Group 2 : Unsuccessful

Group 3 : Differentially successful in school subjects,
showing success in reading but not in

arithmetic.

14






The result showed that;

Group 1 ; Children with a background of success set themselves
realistic levels of aspiration

Group 2 ; This group set themselves unrealistic levels, either
underestimated or overestimated

Group 3 ; These children were realistic in their levels of

aspirations for reading only.

To counteract these findings the teacher should be more
aware of ensuring that pupils set themselves realistic
goals which can be achieved. Praise must be given when
these goals are reached and positive expectancies must be
communicated to the child to motivate them to set higher

goals to be successfully reached.

Review

Many factors determine whether the students in a class will
be motivated or not motivated to learn. The teacher should
not be surprised to discover that no single theoretical
interpretation of motivation explains all aspects of
student interest or disinterest. Different theoretical
interpretations do shed light, however, oOn particular
reasons why some pupils in a given learning situation

are more likely to want to learn than others. Furthermore,
each theoretical interpretation can serve as the basis

for developing techniques for motivating students in the
classroom. I will discuss how I put them to use in a
classroom situation in Chapter Three.

15






But it is not merely a case of motivating pupils to learn;
‘but one must be motivated oneself and be aware and understand what
motivates you in your own work. I will examine this aspect in

the chapter that follows.

16
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CHAPTEHTR II

MAJOR STUDY PROJECT

2.1 OUTLINE

1
"The denial of the body is delusion"

My major study project is specifically centred around the
presence of the body, the figure, the person and I have
used this image to represent my own reactions and views of
modern society and the present role of art in this society-

In this chapter I will look at:

(i) The human figure as a motivating source

(ii) Project description

(iii) Process

(iv) Art Historical aspect - the Post-Modernist dilemma
Art and society
Artist as Shaman

(v) Artistic influences

(vi) Methods of motivation used during project

(vii) Bringing this project to the classroom

2.2 The human figure as a motivating source

I have always foumnd the human figure a fascinating image to

work with, capable of great extremes of emotional

19






expressions. In fact, I cannot perceive myself ever tiring of

it as a source of artistic inspiration. I can somehow relate
everything I see back to something figurative; a fallen twig
becomes a tapering torso, tfees become giant dancers twisting and
swaying, the front of cars become faces with a variety of

expressions as wide as the variety of cars.

It did not come as a surprise to read in Elliot Eisner's

Educating ArtistiCVVisiopJZthat the human figure is the most

common subject in childrens drawing, probably because it is
so easily identifiable and personal. The child is an
inherent part of me (and indeed us all) which I will never
lose and I believe it is this natural curiosity and

amazement at discovery which spurs my motivation.

Throughout my college years, ceramics has been my major
study, however, my interest lies in ceramic sculpture rather
than production pottery. I am never happier than when
modelling forms and watching my ideas materialise and grow

before my very eyes.

Much of my work is based on the human form and I have
dealt with it in many ways, in turn adopting an approach
ranging from the realistic to the abstract, surreal or
primitive, each of which was imbued with undertones of
depression, death and the transience of life. But this
year marks a major change in my life. I am on the

threshold of something new, a whole new chapter in my life.

20






I am faced wth uncertainty yet I am so certain I will

achieve my aims.

I am desperately curious to know what life will bring me, what
will happen to me, where will I be in five years time, in ten,
in thirty? It is not just a seltish curiosity, 1 am

concerned about the whole time and culture, the wold which is
waking up and stretching itself. It could well be considered
a dangerous age but yet exciting and wonderful to be alive

in.

Project description

Using the human figure as a source for the images used in my
personal project, I have looked at the person in todays
society, the complexity of our lives aad minds and I have
portrayed through my work the multi-faceted quality of our
western society. This has been motivated very much by my
present study of Modern and Post-Modern art and the present
"crisis"3 in art which has evolved from our society. This

will be expanded further in this chapter.

Images of the figure appear directly and indirectly (i.e.)

positively and negatively) on forms derived from the ancient
pyramids. I have elongated this basic form and added different
facets to it which give it a more figurative quality. I
specifically chose this parficular form becuase of the

admiration and interest I have in ancient Egyptian

21






civilisation. For me it is a very optimistic form,
especially when elongated as it extends upwards and forwards
with such assurance. My interest in the work of the American
ceramist Ralph Bacerra{ is also a factor behind choosing

this particular form. His comre-shaped formes although so
simple, are at the same time so definite and powerful,

oozing with the essence of eternity.

Although my own work started off by being very literal and
figurative, it has become more and more abstract as 1

began to look further into the internal forces of the

figure as a means of representing it rather than taking

it at "face value". The inner diagiols and opposing

forces of movement which serve to balance the figure have been
represented in quite an abstract and geometric manner,

cut from slabs of roled out clay and arranged in pyramidal

form.

These pieces (seven in all) will be approximately
eighteen inches high and will be arranged in a circle
almost like a Modern Stonehenge, in answer to Suzi
Gabik's cry for artists to return to traditional values
for inspiration? These forms are a celebration of
modern society as much as they are also a reflection of

it's ambiguities.

The fact that these pieces .will be made in ceramics is

in itself of particular significance since ceramics is

22






one of the oldest traditional crafts. I am

applying this craft to a contemporay situation, using its surface
like a canvas to draw images of figures. These drawings will

be linear and spontaneous, using a minimum of lines to

suggest the figure. In some areas parts of the figure will be
modelled onto the surface in relief while other parts will be
drawn on the flat surface of the wall. The inherent earthly
qualities of the clay itself will serve to link the past

with the present, man with the earth he inhabits, and will
emphasise the presence of the artist through his

manipulation of the medium.

Process

I began this project by doing a lot of life-drawing. These
drawings were realistic and figurative and I concentrated
mainly on form. This concentration on form wasdue to the
fact that I felt the actual forms I would eventually be
building in clay would also be quite realistically

figurative.

However,as I progressed I found my drawings and ideas
becoming more abstract as I slowly became fascinated with
the internal forces and energies inside the figure. How
could I represent this through my drawings? How could I

represent this through clay?

I chose to use line and shape as a means to solve these

problems. Then,using shapes from my drawings, I cut

23






Fig. 1: Life-Drawing {(A. O'Loughlin)

Fig. 2: Developmental drawing looking at
internal forces in figure

24






Fig.3: "Red Stripe", "Silver Stripe"
"Ruby" and "Chief" -
Ralph Bacerra (197Q)

Fig. 4: Example of Sgraffito Fig. 5: "Drawing"
decoration in Three
dimensions






Fig.6:

Early ceramic test pieces

Paper test pieces
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them out in paper and arranged them to build thrce-
dimensional forms using the pyramid form as the basic

guide.

Once I had established the forms in paper, I then
translated them into clay. I chose to work in terracotta
(a red earthenware clay) because these pieces will be be
glazed, and I find terracotta very effective when left

unglazed.

Parts of these forms will be decorated using a method

called sgraffito which involves apnplying a coloured slip

to leather—-hard clay. Images can then be drawn by scraping
through this layer of slip with a tool to reveal the cadour
of the clay body underneath. This method allows for

quick, spontaneous marks to be made and for this reason is
suitable for representing the energetic forces in the figure

which is an essential part of my project.

Art historical aspect

One of the major forces of motivation behind my project
is my present study of the work and concepts behind

Modern and Post-Modern art. It is the first time I have

done a substantial study of contemporary art and I have
found it fascinating. Exploring the role of art in modern
society is an area that really caught my interest. In this

section I will discuss the effects of Modernism, the

27






direction Post-Modernism has taken and explain how these

factors have influenced my project.

The ambiguity surrounding Modernism continues into Post-
Modernism as we live in our society of "freedom", our

"anything goes"

culture. The whole concept of Post-
Modernism seems to ask where is art going? How can it

be saved from the direction Modernism took? - the answers

are varied and fragmented.

Originally oppositional, Modernism defied the cultural
order of the Bourgeoise and the "false normativity" of
its history 6, Today, however, it is the official
culture. As Frederic Jameson7 notes, we entertain it}
igé once scandalous productions are in the university, in
the street. Society absorbed and accepted it and thus
neutralised much of its reactionary qualities, for

example, Pollock's drip paintings featured as a back-drop

for Vogue fashion shots, making them devoid of meaning.

It was during the 1950's among the community of artists,
out of which Abstract Expressionism emerged, that the
totally self-possessed, self-reliant individual became
the model for the typical artists role. The gesture of
putting paint on canvas became for some, the ultimate
gesture of liberation - not only from political and
social norms but from previous art history as well.

Seductive though it may have seemed to escape from the
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world into the Selt 1 teel something vital has been lost

along with the foresaking of reality.

The Post—Modernist dilemma

The Modernist break with traditions of the past led art
into a world where there were no limits and therefore, no
measure of value except that which was created by the

market.

Only with hindsight can we now see that tradition and
authority may be necessary, even to make a genuine
avant -garde possible - in order to provide something to
revolt against. At this point we have neither. The
polarizations have flattened out and everything simply
reverses into its opposite (a law of history that
Heraclitus called "enantiodromia" % whereby, when one
principle reaches the height of its power, it collapses

into its opposite).

When Modernism made its massive assaults on the accom-
plishments of the past, it deprived subsequent generations

of artists of a ground plan or guidanc

F's
L

or the future.

o

And now, ironically, artis.s are finding that the only
way to make something new is to borrow from the past,

e.g. the Italian neo-classicists.

. . : =9
Speaking of the present situation, Bruce Boice comments,
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There's no motivation, no rules to say
whether its good or not.... you find
yourself looking for something and you
don't know what it is, so how do you

know when you find it?
It is this ambiguity which I am concerned about in my
project and which I have portrayed through the multi-

faceted qualities of the forms.

Art and Society

Eric Fromm outlines in The Sane Societ}? human needs which
are basic and essential - the need for relatedness, for
transcendence (not in the religious sense but to trans-
cend ones self-centred narsissistic alienated position to

one of being related to others and to being open to the world
the need for relatedness and social belongingness. It is
interesting to compare these needs with those outlined by

Maslow in Chapter One.

Modernisms renunciations of so much that is crucial to

human wellbeing - in the name of freedom and self-sufficency
- are what have failed us, according to Suzi Gabik.
Modernism so embraced notions of freedom and autonomy and

of art needing to answer only to its own logic, its own
laws, the pure aesthetic without a function, that now one

wonders whether it was ever meant to be organically
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integrated with society in the first place.

In its quest for autonomy and it's belief that art cannot
possibly thrive any longer, constrained by moral or social
demands, Modernism discouraged the individual from
finding any good outside himself. But as Alisdair

McIntyre argues in After Virtue,l1

in a society where
there is no longer a shared conception of the commercial
good, there can no longer be any substantial conception
of what is to contribute more or less to that good.

Marx12

constantly stressed that art has a human social
reality and must be integrated in the world of meaning -
it is not a separate reality. If the artist's role has
become marginal in Modern Western society it is not
because Modern art is intrinsically defective; it 1is

because our society has, I believe divested art of all but

aesthetic value.

Once we accept how art and society are correlative,
perhaps we can find a position of equilibrum between
the two extremes of Marxist socialism which tends to
ignore the aesthetic charaéter of art, and an aesthetic
formalism that treats art as socially unconditioned

and autonomous. There is a need to set limits, for
when everything becomes art there is a danger that art
becomes nothing, and how can we ever succeed in

forming a concept of something which is so totally open
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that all attributes apply to it equally? It simply
looses its capacity to work. It is therefore necessary to
further explore and establish or identify the role of the

artist.

The Artist as Shaman

Trying to make art meaningful’ in a society that does not
believe in anything may mean reintroducing the artist in
his role as Shaman13 - a mystical, priestly and political
figure in pre-historic cultures, who, after coming close

to death, becomes a visionary and a healer.

The Shaman's function is to balance and centre society,
integrating the many planes of life experience and
defining the cultures relationship to the cosmos. I
feel the artist as Shaman might actually achieve the
possibility of a society that would maximise personal

autonomy and social relatedness at the same time.

In our present state of freedom there is no recognised
means of prescribing or forbidding anything to anyone.

At this point our possibilities rest with the use we make
of this freedom, whether we .decide finally to use it for
self-aggrandisement or for moral rearmament. Like all
ideas, the idea of [odernism has had a lifespan. It's
legacy requires that we, in.the Post-Modernist state,

look at art once again in terms of purpose rather than
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2.6

style - if we are ever to suceed in transforming personal

vision into social responsibility.

Through my ceramic pieces, I feel I have sucessfully

adapted images and techniques from the past to comment
on a contemporary situation. Also the presence of the
figure was very suitable since its image has been found
in the history of all cultures and is also a meaningful

and easily identifable image.

Artistic influences

Because I have frequently used the human figure as a

source, it has been of great interest to me to study

and see how different artists have dealt with this image.

compare thebarely recognisable cubist approach of Picasso
to the exquisite linear qualities of a Toulouse-Lautrec
and to see how the crude symbolic approach of the
cavemen is so radically different to the fascination with
the figurative beauty of the body, depicted by Michelangelo in his

sculptures and by the French nineteenth century painter Gericault.

But it is undoubtedly the sculptures of F.E. McWilliam
and David Wynne which have influenced my work more than
any other artists. Perhaps it is not surprising that I
find my inspiration from sculptors since I work in

three-dimensions myself and have always felt more drawn

to the three-dimensional as a vehicle for expression
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rather than the two~dimensional.

I first saw slides of McWilliam's work as a Fﬁrst Year
student and I have never forgotten the impact they had

on me. I found his"Women of Belfast'"series extremely
impressive and moving, they are so full of action,
spontaneity and emotion. I say emotion but on the other
hand, I feel the emotion awmcurs more in the spectator

rather than in the actual pieces themselves, but then to

me the two are inseperable, a work is not complete until

it interacts with the spectator. What I expecially like

is that he uses these crude, primitive-style figures to
portray a contemporary event i.e. a bombing in Belfast.

To appreciate this series and sense it's effectiveness it is
not necessary to belong to any one country or nationality,
it speaks in a universal visual language. It is this which

I consciously strove to achieve in my project.

McWilliam's "Legs" series in the late 1970s was also of
particular influence t0 me during this project. This
series consists merely of legs in various positions yet
they are very much visually complete within themselves.
The viewer is not immediately aware that some element is
missing and the image 1is inéomplete. It is as if the eye
and brain, perhaps subconscdously, fill the gap or even
accept it. I have included this element in my own work
whereby the negative areas are as fundamentally important

in the completion of the overall image as the positive areas.
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Fig.8: "Women of Belfast" (No. 1, 1974)
- F.E. McWilliam

ig. 9: "Umbillicus" - F.E. McWilliam
(1977)
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Fig. 10: "Boy with Dolphin" - David Wynne
(1974)
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As mentioned previously, the sculpturesof David Wynne
were also an influential factor in my work. His
sculptures are so uplifting to see. They are brimming
over with movement and energy. Figures dance through
the air, are brought for journeys on a dolphin's back

or are perhaps surrounded by a flock of tiny birds.

Like McWilliam, he uses very few points of contact with
the ground and this gives the illusion of lightness.
Again this is an area I expliored in my own work. f[far
too frequently ceramic pieces look heavy and solid and
have large areas of contact with the surface they sit on.
I want to show through my work that ceramics can be full
of energy, movement and vitality. I feel I have achieved
this through the light, thin-slatbed forms I have built
which at the same time reflect the dynamism I associate

with our present age.

Another artist whom I admire is the American ceramist
Bruce MacLean. He uses the decorative technique
dgraffito, described earlier in this chapter. In his
work it appears as though he randomly applies areas of
slip and lets this suggest what images he will draw.
It is almost as if he has no preconceived ideas about
the final finished piece. This allows his work tolook
fresh and spontaneous, a quality I found vital in my
own work to represent the figure in today$s society. I
used quick spontaneous marks to reflect the speed and

the motion of today$ western world.
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Through looking at the works of artists I admire and by
looking at my ownpreviousswork and experiences, I find my
motivation stimulated. It also encourages me to try

out different combinations, to add something extra to an
old idea. This referal to the past is one of the main
requirements many contemporary critics call for in

todays art, as outlined earlier in this chapter’and is also

something McWilliam sees as vital in an artis t's work:

‘one tends to go roundiand round in circles.
Rather not circles but spirals. As you go
round you pick up references to things in
your past work but now you handle them
differently, the time is different. It is
always different the next time round.
Ideally, of course, it would be a rising
spiral - but what you gain in experience
you lose in recklessness, your lack of it.
The best you can hope for is that by running

14
hard, you'll stay still

I feel that the first half of this quotation aptly
describes how one can adapt influences from the past to
new ideas. The latter half also clearly describes the
difficulty in maintaining a freshness and spontaneity in
one's work and that it is something which often has to

be worked on laboriously to produce such an effect.
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Looking at the work of other artists is something I greatly
encourage pupils to do to broaden their awareness and motivate
their ideas. I will describe in Chapter Four how I

introduced the pupils to the works of artists throughout art
history, how they dealt with the figure and how this image

can tell us much about past societies.

Methods of Motivation

I think that is is interesting, beneficial and worthwhile
to review the methods of motivation one uses in the

approach to one's own work; tobe aware of what motivates me,
makes it clearer and in many ways easier when it comes to

motivating pupils in the art class.

In this section I will review things I did during this
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