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INTRODUCTION

The theme of my work throughiout the vear was bird imagery and symbolism.
My particular interezt was and iz in painting. For my previous diploma (in
Fine Art Painting) I developed an intersst in portraiture. The use of the
cg familiar face and head, with the added element of distortion evokes an
immediate emotional responce from the viewar. In the project with the
ztyudents I decided to once again explore the use of the head, this time
uzina birds as the starting point. Likewize, my personal work was a

juxtaposing of bird and human imagery for haightensd effact.



CHAPTER I
EDUCATIONAL RELEVANCE
hrt iz the living and concrete proof that man i apable

of restoring consciously and thus on  the elan of
meaning. the union of sense, nesd and impulse and action
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charactaristic of the live creature. The intervention
of consciousness adds regulation, power of selection and
redizposition. Thus is varies the arts in ways without
. Eut itz intervention also leads in time to the
idesa of art az= a conscious idea - the areatest
intellectual achievemernt in the history of humarity.
dohn Dewey. (1)

Jokt Dewey wrote of art as a form of experience that vivifiesz life, moving
ohe to a height of feeling that makes it rpossible to identify that
experisnce as a uniqus event. Artistic endesavour by itz vervy nature, has
recourse to the symbolic. and as such becomes something very different from
ary purely practical activity. Our emotional responze to art may vary
widely, it may be superficial or profound. If orne experiences the latter.
it can absorb one's attention to the extent that ordinary awareness is lost

and a rnew exXperienc opened up. Those who have obtained a peak

m
n

experience in  relation to the arts (any of themy can  testify that it
amourits to ore of life's highest aratifications. which explains the supremns

to it. Fyodor

in

significance of art for all those who are sensibl
Doztovsky., thie celebrated Russzian novelist. once  related how he
accidentally stumbled upon a viziting exhibition of German  woodcuts  and
became =o transfixed and desply moved by a particular image of & depiction
of the face of Chrizt., that it provided the inspiration and impstus to

write one of his areatly acclaimed masterpieces The Idict.

Orne can  araue for the inclusion of the art experience in an educational
programms by a contextual mode. Thizs mode emphaszises the instrumental
consequences of art in work and utilizes the particular reesede of  the
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ty as a maior basiz for forming its obiectives. For
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example. in a disadvantaged area where some if not all of the children may

be from an area which has a history of economic deprivation or members of a

minority community, =_g. the travellina community. the art programme could
be wutilized to develop self esteem.

What w wed - and here I will speak only of  the
teachin: of art - are rnew conceptions of modes of
artistic behaviour, rew ideas of what might constitute
the curricula of the art class. These new curricula
must be meaninaful and relevant to pupils - to
dizadvantaged pupils and, by extension, to all pupiis.
Theze rew ideas mnust engage the "auts and hopes' of
voungasters and  throuah theze excitemnsnts provoke
intellectual effort and growth. Thase naew ideas  must
aive the art class a share in the process of exploring
social relations h1p= and developing alternative models
of humarnn behaviour in a gquickly changing and at  this
point  inm time, quickly worsening social envirorment.
(2) .
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A second mode of argument for the inclusion of art in the educational
curricula, iz the essentialist justification. This emphaszizes the kinds of
contributions to human experience and understanding that only the arts can
provide. It emphasizes what iz indigenous and unique to art.

A work of art presents feeling for our contemplation.

making it visible or audible or in some way perceivable

thtrough a symbol, ot inferable from a symptom.

Artistic form is conaruent with the dyrnamic forms of ouwr

direct., =ensuous, mental and emotional life: works of

art are “"felt life" as Henry Jamez called it., irnto

spatial, temporal and poetic structures. They are

images of feelirng, that formulate it for our coanition.

What iz artistically good iz whatever articulates and

presents feeling to our understanding. {3
Tha project I am undertaking with the students will begin by looking at
bird imagery in diverse modes, from the real to the illusionistic. In my
clazs project I hope to guide my studentz to an opporiunity to realize. in

x vieual and thres dimenzional form, their own personal  and creative

symbolism. They will then articulate thiz through their mask/headdress.

They will he exposed to a concrete backaround stimulus,. .9, the live birds

1N

irn the =zoo. many of rare and exolic species. Thay will also be shown

araphic illustrations of tribal ritual from Fapua. New Guinea, the use of
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bird imagery from ancient to contemporary times.
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What & chitd learns iz mainly dus to what he/she has
experiences contribute to the development of frames of reference. These in
turn give rise to expectations as a result of which children may accept  or

reject certain aspectzs of their envirornment.

1 hope the project with the incluszion of dance/song and the use of their
owri bodi=s in the "art obiect” (in performance the phyzical presence  and
actions of the artizt convey his ideas, and become a piece of "living art”

in itzelf) will lead the students to a realisation of the large and

enriching world of art. Not alone in the visual arts but postry, music,
ballet, theatre ... all of which provide foci for wholeness leading to an
intearated way of life. Carl Jurng wrote of how tapping into such foci can

have a healina effect, rnot only on the individual but on entire societies.
This healing exerts not only a localised effect in organic and psychiatric
conditions., but in the diseasesz of aroup and social relationships (such
social relationships as seen in microcosm in the class).

Art iz the living and concrete proof that man is capable

of rectoring consciously, and thus on & plane  of
meaning. the union of zensze, need and impulse and action

characteristic of the live creature. The intervention
0f consciousness adds regulation. power of selection and
redisposition. Thus is varies t}e arts in ways without
etd. But itz  intervention alszo leads in time to  the

idea. {4y .



CHAFTER II
HISTORICAL REFERENCE

The Use of Bird Imagery is Widespread., Ancient and Contemporary

Historical Context

We =zee hird imagery in ancient mythologay. Fromethsus' creation of men from
clay superzseded the hatching of all nature from a world eagqg, laid by the
arncient Mediterransan Dove Goddess, Euryrnoms - a myth  common also  in

Polyrnesia whaere the Goddess is called Tanaaroa.
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In the Eagyptian aqalleries of a museum, vou will often sese statue
statuettes of gods and goddesses. Sonmetimes these figures (both male and

famale) have heads with human features. more often however they are

o+

surmourited by an  animal muzzle or the beak of a bird. The earlies
rapresentations of Eagyptian deities appeared about the middle of the fourth
millenium long before the first hieroglyrphs. At that time the inhabitants
of the Nile Valley lived in tribes. Each tribe had its own god, incarnate

in the form of either an animal, bird or simple fetish.

(For example. Horus in the form of a falcon with & human arm  {(delivering

™

6,000 captives to King Narmer., who brandishes his mace over the defeated

Chief), 1=t Dynasty, 3200 BC approximately, Cairo). Fig. 1).

The Egyptians worshippsed the great divinities of rnature:  ths sky, the
earth, the =zun, the moon. The sky in Egyptian is feminine. Thus the sky
becams & goddess. Nut or Huthor - =zomatimes they say the zky 1s the head
of a divine falcon whose eyes. which he opesned and closed alternately, were

the sun and the moon. The earth in Eavpt is masculine., the Eayptians caw

Wl



Horus, in the form of a falcon with a human arm,
delivers six thousand captives to King Narmer,

who is brandishing his mace over the defeated chief.
First Dynasty, about 3200. Cairo.
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the earth as the image of & man lying prone, with all the veastations of

the world sprouting from his back. He was called Gels the =arth god.

The =un had many names, Aten. Enepri, Ra. Atum, Horus. He was said to be
(amorna other interpretations) a speckle winged falcorn flying throuah space,
or the right eye only of the great divine lord, hes was alzo conceived of

being an egg laid daily by the celestial gooze.

The moon too rejoiced under many different rnames, Aah, Thoth, Krnons and
different incarnations amonast which was that of an ibis and the left eye
of the celestial falcon whoses right eve was the sun. (For exanple, Ra-
Haralante and Ament, Goddess of the West) . (Fig. 2V The god iz falcon-
headed and wears the solar disk encircled by & serpent on hiz head with the
Goddesz of the underworld when ‘west' turns to signify the Tland of the
dead. (Fresco from the tomb of Nefetari. 19th Dynasty. 137%-1202 BO).

(Fig. 3.

Historical Context

Within the Surrealist Movement there i= a freguent occurrence of bird

imagsry. Surrealist art was intended to shock the spectator into a nrnew

M
i

awareresz of reality. They were the expression of a revelt against western
civilizsation and culture. in which works of art were the means to an  end

rather than an end in themselves.

The Surrealists aimed to use the arts as & counter to the ordered and

restricted wavs of civilisation, by cpening up  the super-reality  of

i0
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Ra-Harakhte and Ament, goddess of the West. The god 1s falcon-
headed and wears the solar disk encircled by a serpent on his head
while the goddess wears her emblem, the hawk.

Originally the goddess of a Libyan province to the west of Egypt,
Ament became the goddess of the underworld when “west’
came to signify the land of the dead. Fresco from the tomb of
Nefertari. Nineteenth dynasty, 1375 to 1202 B.C

9 L.
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Max Ernst's work draws regularly uporn the use of bird imagery. It was in
the symbol of the bird that he chose to personify himself. Max Ernst was

lona regarded by his peers as a pioneer of research into the subconscious.

Sea  for example "The Conjugal Diamonds", Frottage. by Max Ernst and "The

Origin of the Perndulum"”, Frottage. (Hi=toire Naturells) . (Fig. 4) . These
two picture contain depictions of what are guite obviously bird forms, but
thay do not =top at being just birds, they are also symbols, a symbol

r.

i

vealing an  event occurring in another world, the world of the
subconscious, which cannot be compared to any experience inn the material
wor 1d. The techhnique emploved he termed freottage, he explained its
development:

In my perszonal development thiz method which is
o nothing less  than the intensification of th

excitability of the mental faculties and which., in view
of itz technique, I should like to call ‘frottage',

parhaps plaved a greater role than ‘collage’. From
which I truthfully believe it does rot differ
furdamentally ... I made a series of drawirgs from the

pieces of wood by haphazardly placing sheet=z of paper on
tham, which I then undertook to rub (frotter) with black
lgead pencil. I emphaszsize the fact that the drawinas
obtained in this manner increasingly lost the character
of the material tested (the wood) and acgquired the
appearance of images of an undreamed-of precision which
was probably of such a nature as to reveal the primary
cause of the obseszszion or to produce a semblance of that
CaUsE. With & wide-awake, wonderstruck curiosity. I
tested &ll kinds of materials ... le=aves and their
veire, the frayed edges of sacking, the knife strokez of
2 modsrn painting,. a thread unrolled from a bobbin, and

=0 on ... I assembled the first results obtained under

the title "Hizstoire Naturelle'. (G .
In 1924 he made the picture relief "Deux Enfants Sont Menaces Far Un
Fozsignol” {Two children are menaced by a nightingale) . (Figa. 5. The

painted portion of the picture relief is mysterious and dreamlike, with
echioes  of the Renaizsance. There iz also a 'Dada’ =slement of monszenzical
aszzamnblags. This affects our attempts to arrive at & sensible
interpretation of the pictorial drama. and confronts us with different
zorts  of reality within one picture. The title of the pisce written onto

the inner frame adds to the derarmemsnt. It inevitably leads us to pose
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questions, how can a nightingale threaten two children, to whom or what
doe=z the third figure pertain?

In his later paintinas Ernst often worked more abstractly. using & range of
sources and devices, from =arly photographs recording air-flow patterns to
the tracks made on a canvas by paint trickling from a can swinging above
it The 0il painting “"The Interior of Sight: The Egag”, (Fig. & painted
in 1929 iz a glimpse into the centre of an &gg9, & rich yolk yellow, centre
border of black. while in the four corrners are possibly mythological
birdlike figures, the beginning of the life force, =symbols of man and his

co-ordinating spirit.

In the painting "After us Motherhood”., (Figa. 7) we see these bird forms.
having reached a further stage in their development they are painted in
rich hues of yellows and reds and almost evolve from the darkness behind.
Theze creatures have sensuous twisting forms - possibly indicative of soms=

irmer turmoil within Ernst.

The collage “"Une Semaine de Bonte” (Fig. 8) executed in 1934, concern

n

all

act of humarn violence. The perpetrator of the act i masked with the

T
in

agale-like head of a bird. He iz pushing a dagger through the foot of a
floating., recumbent. unclothed female form. The whole collage has
diztimctly nightmarizh overtormes. The presumably male form of the attacker

iz cast as a predator. s=triking his vulnerable victim when she is helpless

and unawars.

I "Morwument to the Birds" (Fig. 9 the imagss ars neither threatening nhor
threatensd, they are soaring upwards through & wide blue expanse.

unfettered and =o relaxed that two of the figuresz seem to be slesping.  The



THE INTERIOR OF S1GHT: THE EcG, 1929 Oil 38%4” x 317

Ha b -

Collection Menil Family, Houston Texas
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only dark area being a horizontal band of blue rurnriing across the bottom of

the canvas.

Ardre Breton., one of the founder members of the Surrealist Movement,
reqarded Ernst as hiz ideal artist. I 1929 he wrote of Ernst that he
possessed “the most maanificently haunted brain at  work today”. Ernst
provided unlinked images (similar to thoze of Surrealist writing, he also
occasionally painted detailed dream pictures. which resulted in  hybrids
consisting of many fraaments. An example of thiz iz seen in  the vivid
paintinga "The Temptation of St. Anthony" (Fig. 10). Here we see a

collection of hybrid animal and bird forms carrying off, arnd possibly about

to devour. their terrified human prey. The painting iz peopled with
ctrange and agruesome figures, the products of a fecund imagination. What
are these creatures representative symbols  of? Are  they visual

manifestations of fearz and uncertainties that assault us on our paszage

n
n
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through 1ife? The method Ernst used to arrive at these image
“decalcomania® - a form of free association, a variety of oil paint i=
zmeared on glass, this is then placed face downwards onto the canvas. the
alass  then removed, the eve (with the assistance of the brain) starts to
perceive images from the jumble. to make some =ense or order, albeit
vizually of a fantastical nature - the images one arrives at can convey to
come degres. the condition of one's psyche at the particular time of

exacution.

The final piece I am considering by Ernst, i= of a much more whim=ical and

[TH

fresr nature. “The Birds® (Fig. 11). & drawing using ink and cravons. wa
a zketch used for the etching “Les Chiens ont Soif" (The Dogs are Thirsty) .

r economy of detail here. one gets a notion of automatizsm. The
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hese birds are confident and
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moz=t hElatant birdlike feature iz th

upriaht, of indomitable spirit. So many images, each one  different.

20






W\

F\o\




symbolic of different facets inherent in the nature of marn.

The rnext piece of work I wish to consider ig by the Spanish artist Joan

Miro. Thiz piece of work was executed in 1936 and titled "Object” (Fig.
12) . It is an assemblage of a stuffed parrot on a wooden perch. stuffed

=211k stocking with a velvet garter and & doll's paper shoe suspended i a

hollow post, & Derby hat, hanging cork ball, celluleoid fish and

Map. At first alance this piece of work sesms nonsensical.

engraved

However,

accordina to Miro, everything in it relates to a logical sequence of

azzociation

T

. The hat stands for the archetypal dreamar, the red plastic

fich for the unkrnown deeps which are the domain of the unconscious, and the

map for the univer=ze through which the mind rarnges fresly. The heightened
sexuality which ig  fundamental to surrealism, iz <symbolised by the

gartered female lea in  the high-heelad shos. The parrot is

context, the bird of love. The ball which hanazs from a pisce of

a familiar surrealist symbol pioneered by Alberto Giacometti, an

Eere Magritte iz another artist who fregquently emploved the use
imagery and symbolism in his work. One such piece is "L Idole”™

1965 (Figa. 13 . HMaaritte himself =aid of hizs work:

Art as I conceive it iz resistant to psychoanalysis. it
evokes the myvstery without which the world would not
exist ... I =22 to it that I paint only images  that
evoke the world' = mysterv: to make this possible 1 have
to be wide awake, which mearns I have to cease  to
identify mnvself completely with ideazs., =entiments and
sensations. (Dreams  and madrness on the contrary ars
procitious to absolute identificatior) . (&) .

in this

string is

Italian

of bird

painted in

What we are confronted with in the painting "L'Idole”., iz & masszive bird

hiewrn out of rock, =oarimg over sea and rocks similar to itself.
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lump of rock defy gravity? We are forced to wonder why thiz bird of rock
does rnot coms plunging down into the zea. What doess rot happen in  the
painting reminds us of the mystery of what actually does happen in the real
wor 1d. Spa&e, time and matter are here in suspended animation. The force
of aravity which we pay little or no heed to in our daily lives, in  this

painting becomses & powerful and awesome force. Maaritte cause us  to

n

question our conceptions of reality and our kriowledas of reality. He

0]

directs questionz at the world of our sen=ze

Now to Alberto Giacometti whom I previously mentioned. am Italian painter
and zculptor. From 1925 to 1933 Giacometti zearched and probed the poetics
of art to =es what kind of magic could be made with objects that were
unlike anything that had been labelled with the name art before. In  the
summer of 1932 Giacometti built and rebuilt, every night, a palace of
match=ticks. From this came one of the most influential of modern
sculptures, "The Palace at 4 a.m.” (Fig. 14). Thiz was a piece of work
that was to influsrce other sculptors, because it explored the idea that

sculpture can be open. cskeletal., almost incorporeal. .=, without body.

14

This roofless and wallezs palace is open to inspection from every angl
The spinal column in the cage on the right stands for & woman with  whon
Giacometti had been invelved. The figure on the Teft with the lona skirt
he appears”. he wrote,

ic a representation of Giacometti’'s mother "just a

1
mn
]

i

i my =arliest memorias” The three zlatz behind the figure of the mother

0]

e said was "the very curtain I saw whern I opernsd my eves  for  the very
fir=t time." Now to the bird imagery. The skeleton bird on the top right

n

stands for the birds which =ignalled the approach of & new day at 4 z.m.,

i

that zummser, and in particular the very wnight befors the morning in which

our life togsther collapsed”. (7 . Here h fers again to the womarn he

im
in

e

iy

waz entanaled with. The obiect halfwavy up the broken towsr in the middie

26






is a spoon man representation of Giacometti himself. Placed close to, vet
apart from the two women who meant most to him. Interestingly. Giacometti
himeelf made no claims for these sculptures, he went so far as to rname some
of theam aé "dizaarasable obiectz of no value which should be thrown away”.

{8) .

The final piece I wish to conzider iz by the French painter, Robert Desnos.
This is a watercolour painted in 1924, entitled (a contradiction in
terms!) “"Untitled Automatic Watercolour™ (Fig. 13 . Automatic painting and
drawing was a method of freeing the unconscious mind, the use of the body
as the instrument to realise imagery and symboliem freely and purely,
trying to minimise the intervention of the conscious and logical mind.
They were usually executed in a short space of time, a burst of intuitive
drawina. This piece by Desnoz conveys that sense of urgency, swirling and
eritargled. The bird figure haz the larae beak of & predatory bird, like a
vulture; the large area of red behind, like a pool of blood; the human head
ot the right, with unsniling face and a victim or harbinger of doom. I=

the bird about to feed on this as prey, has it already commenced?

What we have seen in these paintinas was an attempt fo exteriorize perzonal

unconscious  urges throuah forms and colours, some of these forms took the

E.

shapes of hirds., some posszibly aratuitous, others a concrete part of the

painter's visual language and expression of personal symbols and mytholoay.
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CHAPTER III

PERSONAL PRQJECT

My own work will take the form of & triptych - uszing a combination of bird
ard human imagery to arrive at articulated notions of persona. private and
public. The image of a person “en masque”: the interface betwesn private
ard public dealinas, what one perceives one=zelf to be, and how ons bis
perceived by others, how one receives other's perceptions of oneself,
endlezs permutations.

The word 'mask' comes from the French ‘masque’, which in turn is derived
from the Italian 'maschera’ which evolved from a root of wunkrown origin.

Mask iz alzo the oriain of the mascot - lucky charm.

The mask covers the face, that is the image of person - personality. the
word percon comes from 'persona’, an Etruscan word that refers sither to a
character in a play or the mask worn by the actor portraying the character.

The thina that hides (the mask) and the thing hidden (the persor) .

In my project I would like to convey what I have described above, in visual
tarms. with the Juxtaposzition of human and bird imagery. Thi=z will
necessarily involve visual distortion, distortion of the human image, which
by itz nature necessitates a heightened response. Flayina around with the

manner that is mot "usual' gives pause

w

familiar, presenting its image in
for thouaht. T want to =licit a personal response from the viewer: Doesz
the image jar. =trike a chord? What preconceived notions have we about the

deriction of such an imagery?

frdre Virel, a French psychologist, wrote how on pauszina to listen to the

3
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voice of a mask, he would hear the echo, of an echo, and was reminded of a
yvouna schizophrenic patient he once analysed:
1 skinny girl suffering

] i
emed to alide over the
q she walked in.

Eightesn years old, = = a
from arnoresia nervosa. She =ze
ground. She wore an  inte ZE as
rarely haz a patient's fi vizit made =such ar
impression on me. Her pale f so caked with make-
up that it no longer had any semblance of life in i1,
but it was rmot the face of a status or a dea PErsoh

el ther . The purple circles around her sparkling eves.
the pronounced eyebrows, the <shading around those
prominent cheekbores  that looked as if they had been

o
whiterned with chalk, everything seemed to zay: No I am
feither death nor  life, but flesting  death! tpon

eritering my office she bent her head and turned away. 1
r

o

found out the reason afterwards: her eyes had lighted on
my mirror. Later on this schizophrenic informed me that
she  could look at her=elf in a mirror without eaver

sezing  her reflection. She claimed that by painting a
mazk on her face she found a way of making herself
invizible to her own eyes. {9 .

My work when completed consisted of a triptych of three painted canvases,
sach of differing zize, the canvas on the left I regard az the begirning of

the cequence (Figa. 16). Here the subject and origin of all the imagery in

the remaining canvases, iz contained. He iz rnot alone, perched heavily
upon his shoulder ic & bird of indeterminate species. What we =ea behind

his back are figures and symbols of fantasy that people his URCoNSci ous.

Fraaments of dream=, & leering mask, shadowy headsz. Iz it the subdect in
ariother auise? A zeated female figure with the head of & cockerel - is

thiz the anima. or female counterpart contained in the psychical makeup of

every male (the animus being the male equivalent contained in every
famale) (Fig. 17} .

Or the exterior presentation the subject of the painting projects an  image
of zseming rnormality. However. on delving inwards into his conscious. vel
urspoker mind. we find a disparity with the exterior and interior. [l
delving even further we reach his subconscious mind, and are confronted by

the  svmbolz  which are vizual symbols, or manifestations in reaction to

[N
et
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experiences, feelings. emotions, relationships.

The more exotic bird on the extrems right manifests a desire to bz looked
upon as a 'rare Sspecies’. The subject szesz an =lement of thiz in himself,
the bright orarnge of daring (Fig. 18).

ted of & =series of both drawn

]
n

The backaround work to theze paintings consi
and painted studies of bird, portrait and figure studies. I decided to
confine the +triptych to mainly heads and faces. a part of the body <o

familiar to all, that any element of interference evokes an emotional
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Timsa:

Ak 1ity:

Date:

Materials Required:

Objective:

Process:

LESSON PLANS FOR CLASS PROJECT

Mixed

5 March

Ferncils, colouring pencils.

To experience working co-operatively az= a aro
zee an idea through from inception to des

phiysical realisation in a three-dimensional mod

To observe birdlife in the flesh (feather) and
a worksheet based on these observations.
worksheets will be used later when deciding on
for mask/headdresses, allied with a performanc
ori bird movement.

A visit to the zoo and completion of worksheet.
with cameras will take photoaraphs) .

)
~J

up. To
ian, to
e.
compiete
These
a desian
e based
{(Those
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LESSON PLANS FOR CLASS PROJECT

Class St. Gabriel's 2nd Years
Timea: 2:55 p.m. - 4:00 pom.
Ability: Mixed

Materials Required: Pastels, sugarpaper, cartridae paper. pencils,
worksheat from zoo trip.

Task: To devise desians for mask/headdress, using bird
imagaery. Firstly experiment with a variety of ideas,
thern on master desian.

Frocess: (1) The class will exanine the information on their
worksheets, also examples of bird imagery, e.g9. M.
Ernst. Sue McMorrar, FP. Picasso. Tribal

mask/headdress {(as a backaround inspiration I will
be playing a tape of birdsound I recorded on the
zoo trip), also photographs taken on the trip.

{2) The class of 15 pupils will divide to work on
thtree aroups of five.

(3) Each individual student will draw a variety of
ideas for mask/headdress.

(4) Each group should have at least five differing
desian to work from.

(5) Using favoured elements from each person's
desian, one master desian is drawn with colour

pastels on a large sheet of sugar paper.



Time:
AbiTity:
Materials Required:

Task:

Process:

LESSON PLANS FOR CLASS PRQJECT

St. Gabriel's 2Znd Years
2:55 p.m. - 4:00 p_om.

Mixed

Wire, wire clippter, pliers, mask/headdress desian.

To manipulate the wire into an armature for

a

mask/headdress based on desian.

(1) Using the drawing/desian as a guideline fashion
the wire into the outline.

(2) When the outline is completed continue
the wire around it zo as to build wup =&
dimencsional form.

Wrapping
threes-

() Where necessary at weak points. reinforce by

coiling the wire.



\
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Wrap wire several
to reinforce weak




Abi Tity:

Materials Required:

Task:

Process:

LESSON PLANS FOR CLASS PROJECT

St. Gabriel's 2nd Years

255 pom. - 400 pom.

Wire, pliers, clippers
To contirnue the wire armature (skeletal
be covered over with papier mache) .

(1) Continue
wire, wuntil
achieved.

as last wesk,

oo PR 0,

’

\ -

under figure

wrapping and coiling
a sturdy free-standing structur




LESSON PLANS FOR CLASS PROJECT

Class: Gt. Gabriel's 2nd Years
Time: 2:55 pom. - 4:00 pom.
Ak 11 ty: Mixed

m

Materials Required: 01d newspapers. wallparer paste.

water. containers.

Task: To cover the wire armature with papier mache strips.
Frocess: (1) Soak strips of paper (tear of f any sharp =dass)

in wallpaper paste.




(2)

Squeeze exCess paste from paper.

Apply in lavers to armature.




{4
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Continue application of papisr mache wuntil  the
armature it completely covered in one  layer.
Allow thizs layer to drv and then apply rnext laver.

it
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Time:
AbiTity:

Materials REequired:

Process:

LESSON PLANS FOR CLASS PRQJECT

S5t. Gabriel's Zrnd Years

2:55% pom. - 4:00 pom.
Mixed
Faint (white)., raintbrushes, cardboard, scissors,

stanley khnives, pencils.

To paint the papier machse coveraed armature white, as a
base to paint the multiceloured designs  upon. Also
while waiting for the paint to dry. to cut out any
additional accessories from cardboard (and paint  them
whii ted .

(1) Paint the armature white all over.




o

() When the armature is completely painted white
the cardboard to make & variety of
a.a. feathers.

use

accessories,
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Time:
Abitity:

Materials Required:

Task:

Process:

LESSON PLANS FOR CLASS PROJECT

St. Gabriel’

2nd Years

w

2:55 Pof. -~ 4:]:”:' .M.

Mixed

Faint

knives, glus, maskina tape. variety of material, b

paintbrushes, cardboard. scizsors, stand

:

shiny paper. eto.

(1)

(1)

{2

To continue painting the mask/headdress i colour
according to desian.

To continue devising and making accessories  to
ambellish mask/headdresses.

Half the aroup will paint the headdress while the
other half will proceed with the making . (and
painting) of accessories.

Using the original desian a

£ a aquideline commence
applying colour to mask/headdress.

1
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(3 Paint colour on cardhoard accessori

with a wvariety of material, e,
arasses, cloth., beads., papers. cocoruts. twias,
=tc. to add to mask/headdress for dramatic




b))

Within
TUrns

a

cutting,

the groups they can interchanas
t the differing tazks. = G
aluing, etc.

i

arnd

taks
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CHAPTER IV

CLASS PROJECT

The s=chool where I am undertaking my teachina position i= Caritas Colleas

Girlz Secondary School, Drumfinn RBd.. Ballyfermot situated in an area that

iz predominantly and traditionally working class. There is also a long
tradition of uremployment in general in the area. Until quite recently the
school leaving age was fourteen although it is now fifteen. This was

unfortunately reflected in the school I am based in, wuntil as recently as

u

four vyears ago. there was not even a full post primary cycle. Classe
tarmitated at 3rd Year, the final exam was the Intermediate examination.

The reazon for this one supposes was the lack of demand for continued

uw

eduration after fourteen or fiftesn years of age.

Thers iz row the opportunity for the students to continue to Leaving

Certificate. The =ckool iz an all girlse convent school, runm by the

o0

]

jzters of Charity of Vincent de Paul, and they are enlightensd and aware

of the various problems syrhonymous with the enviromment and backaround of
the majority of the pupils, and happrily place a strong emphasis on the
importance and bereficial aspects that result from exposure to the visual
arts and the benefits to be reaped thereof. The =ckool is a relatively

small one, with 300 pupils.

[}

The class I am undertaking the project with are Znd Years, |1 students.

Thay are an enthusiastic (roisy) lively bunch.  The theme of the project is

1

‘Bivrd  imagery to be realized through the making of mask/headdresses  in
corjunction with an element of movement and sound, .=, an introduction to

the concept of performance as an art form.

N



The project will commence with a trip to the zoo (with an accompanying

worksheet devised to help the class observe the various aspects of the
birde they encounter) . Thesze aspects they will utilise in the art class
whisr design{ng and constructinag their mask/headdreszses. Hopefully it will

be = motivational spur (and help fire their collective imagination!) seeing
if the flesh (or feather!) how these exotic creatures move, and sound, and
the variety in plumage, colour and mannerisms. I will also be making

recordings of the various birdsongz (or in some cases. noise).

I devized the workshest in such a marnner so that the birds we encounter are
physically apart, <o that in betw=en each kird or grouping of hirde. there
are plenty of other animals to look at (hopefully minimising the risk of
surfeit of hkird). The class will be encouraged to collect any stray
feathers which they might find around the grounds (30 acres). These may

then be intearated at a later stage into the mask/headdresses.

The class following the trip we will examing all the information collected.
We will look at the drawinaz, different descriptions. rhotoaraphs, listen
to the recordinas, compare various depictionz of bird imagery throughout
the history of art, e.a. Max Ernst, ‘ablo Ficas=o. Joan Miro, Ancient

Mytholoaical depictions., Archimboldo. Sue McMorrarn., tribal art involving

Bird imagery.

The classz will then be divided into three garoups of five. Firstly they
will work on individual designs of masks. this completed the five membars
of eackh aroup will pool their ideas and devize orne =ingls desian for &
mask. The result will be the design and construction of three differant
mazk/headdresses . When the mask/headdresses are completed they will devise
a dance/ritual performance in keseping with the movement and marnerisms they

have ohzerved f{(as well as an amount of spontansouz fresform movement)  to



the accompaniment of remixed birdsona) .

The =zoo trip took place on 5 March, a day when luck in the form of

ol

beaming sun shone (Fig. 19 . We arrived at 1:00 pom., whereupon the class
decided to partake of their midday repast. i.=. a bite or two of a sandwich
followsd bv copiousz amounts of E numbers. Their appetites duly sated we

et off to start the real business of the day. 'BIRDWATCHING . The

(]

workzhests were distributed with a short runthrough on the format and what
they were expacted to do. Also the advice that any major queries about the
birds (or indeed any of the other animals) would be answered by any of the

keepar they should come across., with areat delight and a wealth  of

n

information.

The first major stopping point was the parrot house. Theze colourful and
friendly creatures proved to be a major attraction, with their cheeky wolf
whistles and imatatory sounds. Some even proffered theivr heads for a
scratch (the parrots. that is!) (Figa. 200 . The questions on the worksheet
were mainly concerned with colour and sound. (I was taking recordings of

the sounds as they filled in the workshests) .

The naxt area we ztopped at was the pheazantry. Here the students had a
look at a bird of endearing quality, the hornbill (Fia. 21). Thay were
required to do a colour drawing of the bird and write a <short passzage
describing his appearance, taking into account his/her colour., the way it

moved, body and head, and the sounds of communication.

After thiz we had a look at the cranes and considered if they were any
different from the other birds already Tooked at. The final stage in  the
workshest provided an opportunity for the students to chioose three more

different hbirds, draw them and write a short account on a variety of
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aspects pertaining to the particular birds they chose.

The next s=tep back in the class involved looking at a1l  the information

collected. ~including drawinas/photographs/recorded bird sound. The clas

]

also considered depictions of tribal headdress, and images of birds as
depicted by Max Ernst, Pablo Ficasso. Renee Maaritte, Bill Woodrow. A. R.
Penk and nine worksketches for sculpture by Alexander Archipenko. Each
individual within the three aroups then sketched ideas in colour for &
headdress based loosely on birds. The aroups then considered the variety
of aspects portrayed and decided which of these aspects would be

incorporated in the master drawing of a mask/headdressz. The master drawing

]

was dome on & large cheet of black sugar paper using chalk pastels. One
student was chosen to draw the outline under direction from the remainder
of the aroup. Then the entire aroup participated in the incluzion of
detail and colour. (This was done to the accompaniment on tape of the

recorded birdsong, as a spur to the imagination!).

Wherr the groups were finished the results were three very differaent

brightly coloured images (Figs. 22, 23 and 24). Now to realise the two-
dimensional drawing into & three-dinensional form. A skeletal
understructure or armature was constructed using wire. The bazic outline

of the design was shaped first., and then this shaps was reinforced and
broadened. {(The armatures are 1.9 feet aprroximately). The toolz wsed
were 3 wire snips. stamina and pliers to manipulate the tougher areas that
eludaed the finasrs. They took it im turns to turn and manipulate the wire

(Figs. 25, 26 and 27) .

The next =step in the procesz was the covering of the armature in papier

mackhe.  The making of the papier mache was a process the class were already

1
i

familiar with. i.2. a bucket of wallpaper paste, strips of discarded

n
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NEeEWspapar . The =trips are soaked profusely in the paste, squeerzed out,

then laid over the wire. Thres-quarter lavers were sufficient (as  the

pieces  were destined for wear, it would be impractical to have them too

left +to dry if

heavily laden for  the wearer) . Thes were  then

i

preparation for priming.

The coveraed armatures were primed with white household enul=sion. Thizs was

dore in order to provide clear undistracting surface to work upon. The dry

mazk/headdress  were now ready to work uporn in painted colour. The master

drawings were used as the guideline for painting the mask/headdress. The

members  of  individual groups divided up for differing tasks, one of two

painting while the remainder set about constructing, cutting out, painting

accessories for addition to the headdresses (Figs. 28, 29 and 30) . (Theze

included the use of coconut shells, coloured paper, twine, sinu stoppers,

glitter, dried arazs, bottle tops, material, cardhboard, etc.). This stage
took two weekz to complete and led us unfortunately to the last day of my
teaching practice in Caritas. Thuz there was not the time rneceszary to

instigate arnd see to fruition a performarnce, integrating the headdressas

n

and observed bird movement and sound.

The resulting three headdress/masks, were highly individual in character,

L
D)

for vour=zelf (Figs. 31, 32 and 33) .
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ONCLUSTON/EVALUATION

The Studenfs areatly enjoyed the visit to the zoo. for zome of them 1t was
a first time vizit. It was & changae to see at first hand many unusual non-
indigernous species of animal, while also paying particular attention to the
Birds. It was alsec a time for an informal and relaxed integration with the

students.

The time I allotted for the durationm of the project was not enough for the
amournit of work irnvolved. The masik/headdresses howaver were completed. I

feel it was a beneficial experience for the students to zee the translation

o

of a two-dimenzional drawing into a three-dimensional structure.

Working toaether as agroups meant that the students had to make co-operative
damocratic decisions. I found that this particular class pulled together
vary well and consultation was made between the individual members before

comirng to final decisions.

The project provided a chance to work on a larger scale than usual and  to
get away from sit down artwork at a desk. Their imaginations were fired
by having to desian the mask/headdresszez (Wtilizing what they had observed
and recorded from the =zoo) and the use of all =ortz of oddments as

acrezsories to further enhance the mask/headdresszes.

To ronclude, I would like to add that I was very pleased with the resulting

artworks armd the enthusiasm shown by the pupils before zand during  the

project.

70
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