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ABSTRACT

UNMASKING COMPLEXITY IN THE STUDY OF MOTIVATION:
ETHNOGRAPHIC INSIGHTS FROM A TEXTILE ARTIST
Karolina Caran, PhD

George Mason University, 2009

Dissertation Director: Dr. Mark Hicks

The dissertation holistically examines motivatfoom an experiential
perspective. Using the lens of creativity and egnaphy, it offers a case study of the
motivational characteristics of a textile artisvatious periods of her life (as a child, a
high school/college student, and an adult) andanous contexts (cultural and social).
The study describes the influences of culture,efgcand experiences that motivate the
textile artist. The analysis of stories that shéygeartist’s life reveals the inseparability of
the development of her motivation from the speaficumstances in which it occurs.
The study illustrates that in order to understdr@domplexity of motivation, it is
important to examine it as it occurs in a speabatext. The study also shows the
significance of examining motivation as being sdrireg multidirectional and holistic in
nature. The findings suggest that these three elenobaracterizing motivation—that is,
its dependence on context as well as its holisticraultidirectional nature—should be

considered by educators who wish to motivate thteilents, and by researchers who



examine motivation. It is also suggested that ncase studies of similar design be
conducted in order to determine which charactessii motivation are unique to an
individual person and which can be generalizeds Khowledge would enhance our

understanding of motivation as it occurs in thediwf individuals and in society.



Chapter 1

Introduction

For ages, women have been writing poetry and ficfilbert & Gubar, 2000),
and painting and sculpting (Borzello, 2000; Bora&l Abrams, 1998; Redeal,
Chadwick, & Borzello, 2002). Glimpses into the bvef women artists are fascinating
and inspiring. They show how, despite cultural/abekpectations that were not always
supportive of women artists, women succeeded inipgaheir skills to their
contemporaries and going down in history as reggeattists. Why did they persist
despite the odds that were against them?

There is an important element that tends to beingss the narratives of women
artists. Indeed, in the last 30 years, feminibbsars have uncovered or rediscovered a
number of successful women artists, such as Remaiegainters Artemisia Gentileschi
and Sofonisba Anguissola, sculptress Properzi®dssiand, and writers Christina
Rosetti, Julian of Norwich, Margaret Kempe, andeoshwho thrived thanks to the
invisible systems of support that have been undigedeand overlooked.

My dissertation was inspired by the untold storg@pport that buoyed the
careers of these artists. In order to better utaledstheir stories, i.e., how they could

persist and thrive despite the obstacles that hlaeiyto face, | focused on the motivation



that inspires artists to create their works of &ot.construct a nuanced account of
motivation, | examined the life of a single textisist.

Motivation, generally speaking, has been studieggsygchologists for over half a
century. Yet, when | immersed myself in the literaton motivation, | was surprised to
discover that not a single perspective on this phemon considered the nature of
motivation as it occurs in the ordinary circumstsof life, rather than in laboratory
experiments or isolated, more controlled environtsisnch as classrooms, workplaces,
etc. Thenatureof motivation entails the questions of how it deps over time and what
it is influenced by during its development in oralip life circumstances. To illustrate this
missing perspective in motivation theories, | ietdéd myself to the most recent
cognitive approaches to motivation. | argued thatdxamination of motivation without
considering the context in which it occurs overl®dk complexity, namely, its
dependence on one’s social and cultural environment

A contemporary model of achievement motivation (Es& Wigfield, 1985), for
instance, stresses the importance of goals angettoeption of one’s capabilities.
According to this model, students are first motehby factors from the social world,
such as sex-role structure or economic system.eltaesors then affect cognitive
processes and beliefs about one’s motivation, #saw@ast experiences with
accomplishing a given task. In the next stage,esttedhave to recognize their self-
concept related to a specific task that they havaetomplish, realizing what the goals of
accomplishing the task are. In the final stagejestts acquire achievement behaviors:

persistence, choice, and performance. While theetlritslf may be useful in its division



of motivation into different stages, it does notace the knowledge about the nature of
motivation; it merely asserts its predictabilityproposes the view that in order to be
successful at a given task, one has to go thrdugstages outlined above.

Gaining more insight into the nature of motivatisrcentral to me for two
reasons. First, in general, | find it useful to knihe sources and development of, and
negative influence on a phenomenon, not just asgpéne history of science (history of
motivation theories is outlined in Chapter 2), udre intrinsically: how the phenomenon
itself develops over time under various life cir@tances. The more knowledge is
gathered concerning motivation, the more influeree be exerted upon that
phenomenon. Knowing what stimulates the developrentotivation over time can
help stimulate motivation; knowing what hindersdesselopment can bring awareness as
to what should be avoided.

In the model, the first stage, i.e., the socialiemment, may be thought of as the
source of motivation, and the other stages aigldpment. Yet, | find this model to be
too general. If it worked as described for all s, all of them who study in classrooms
rather than at home would be automatically motitdg their peers. Yet, various
phenomena such as a too high or too low self-estek of communication skills, etc.,
may prevent a person from being motivated by therenment but not prevent the
achievement of high grades.

In addition, the model is not specific enough ggbrtrayal of the relationship
between various stages of motivation. While it diég motivation into stages, it does not

describe the interplay between them. It portrayivaton as a flawless transition from



one stage to the next, without consideration afurirstances that may stimulate or deter
motivation, and thus skips through or ignores thgous stages.

This point brings up the second reason why examgioiosely the nature of
motivation is important. In life, motivation doestroccur in vacuum. Instead, it happens
alongside other phenomena, positive and negatigensequence, for the development
of its momentum. All these phenomena, such asdleeof the social environment and
the cultural milieu in which a person grows, buijolthe complex yet overlooked picture
of one’s motivation.

I hope that the study of motivation evolves, justlee study of intelligence has
developed for over a century. There has been amanrsial debate about what
intelligence is, and it now tends to be viewed asg of dealing with various
circumstances as they arise in a person’s life.IQhests are no longer the sole defining
factor of one’s intelligence (see Sternberg, 2000)he study of motivation, scholars
have too often resorted to models of motivation scales to measure it, without
understanding how it occurs in the diverse liveBwhans and how humans are capable
of holding on to it against all odds—how peoplé, fauicceed, and thrive as they go
through their lives.

Another contemporary theory of motivation is atiitibn theory. It seeks to
explain the causes of different behaviors (Weih885, 1992). Thus, the theory aims to
answer the question of why somebody performs iertain way (e.g., well or poorly) in
a given situation (e.g., a test). Task difficulbge, effort, luck, ability, and mood are the

characteristics attributed to success or failuracaomplishing specific tasks. While this



theory explains the causes of motivation, it skiles not explain how motivation is
developed due to certain cultural or social inflces

Finally, Bandura’s (1986) social cognitive theasyai prevalent theory of
motivation. It stresses the connection betweensgaadl expectations. Motivation is
viewed as goal-directed behavior, which is insedadnd sustained by one’s expectations
of outcomes. One’s self-efficacy to achieve thdrddsoutcomes, attributions, and other
cognitions (e.g., one’s values) influence motiviatids has been the case with the two
theories of motivation discussed above, this thelogs not explain the nature of
motivation. It stresses the connection betweensgaadl one’s expectation of outcomes,
without recognizing the complexity of motivation.hi#é Bandura does acknowledge the
value of attributions and cognitions in one’s matign, their specific role (i.e., how they
influence motivation) and the degree to which timdlppence one’s motivation (i.e.,
whether they shape it or are simply positive butanacial influences to achieve one’s
goal) are issues that are left out. It is importargxamine these issues, for they would
resolve the question of whether one can simplygamua goal and strive to perceive it,
or whether there are certain cultural or sociduenfices that are essential to the
achievement of one’s goal.

Thus, the theories range in their views of whatseaumotivation and through
what stages it evolves before a given task carcbenaplished. None of the theories,
however, explains how the proposed causes or staigeelated to motivation or to one
another. Naming them is useful because it fac##tdhe discussion about motivation, but

it does not explain the nature of motivation.



Moreover, none of the theories mentioned abovest@kto consideration the
ordinary circumstances of life or the context/naketting in which motivation occurs.
All these theories attempt to generalize the appba of their motivation models across
different settings. However, according to Rogofo@aff & Lane, 1999), our cognitive
abilities are “intricately interwoven” (p. 2) withe task that is to be done. “The context,”
she points out, “includes the problems physical @rteptual structure as well as the
purpose of the activity and the social milieu iniethit is embedded” (Ibid., p. 2).

Rogoff brought attention to studies of children witave been tested in
laboratories rather than in their natural environtpand their responses differed
significantly. While in the natural settings chidrcould adjust to the circumstances they
had to face, the laboratory did not compensatéi®diverse and complex situations that
children struggled with in everyday life. Given tltantext matters to such a degree in
cognitive processes like motivation, it is surprgsio find so little connection between
the widely accepted theories of motivation menttbabove and a specific context in
which motivation occurs.

While today’s schools have replaced laboratoriggesting motivation to learn,
and corporations have become the test sites favatian related to work, the
researchers of motivation focus on very specifttrsgs and tasks, for example, test-
taking in an 8'grade mathematics class (Eklf, 2007). In doingts®researchers isolate
the settings, such as classrooms, and tasks, symdri@rming in a math class, from the

complex circumstances that constitute one’s liteud; in a way these settings are not far



removed from the laboratories, because they aifeciity separating the examination of
motivation from life as a whole.

To counteract that, | want to apply the holistieptanistic approach to the study
of motivation, since it has greatly influenced nwroway of defining motivation and
building a conceptual framework for this study. Hpgproach views motivation as an
ongoing process of personal growth (Rogers, 1963Yhapter 2, | will discuss other
definitions of motivation and point out the waysytinfluenced the studies of
motivation. In this chapter, | will justify my chogé of Rogers’s definition.

Rogers referred to motivation as an “ongoing pre¢eEhis enables me to trace
the development of motivation in my study, rathert focus on a specific task, as all
other contemporary definitions of motivation tenddb. Rogers’s idea of “personal
growth” seems open-ended, so allow me to focusroader themes than attributions and
cognitions.

Moreover, in the holistic perspective, motivatiempt constrained by the
measurement in a limited timeframe and the disgeghpersonal circumstances.
Reducing motivation to a score obtained on a soalg not be a reflection of one’s
motivation. As the sociologist Stephanie Coont208)(Qooints out, what people believe in
does not always reflect their actions. In otherdgpscales that ask the subjects to
evaluate their motivation may be an expressiomefsubjects’ beliefs about motivation
rather than their actual motivation. For examplepamonly used scale to measure
motivation is Schwarzer’'s and Jerusalem’s (1995)d&aized Self-Efficacy scale. The

following are some examples of the questions tretanup the scale: “I can always



manage to solve difficult problems if | try hardogigh,” and “It is easy for me to stick to
my aims and accomplish my goals.” Most of us waqurobably wish to answer “exactly
true” to these questions rather than resort to stioér choices as “hardly true” or “not at
all true.” It is when we are faced with variouglircumstances that we can truly assess
the weight of these questions. The incorporatioetbhographic methods and
methodologies used in the study of creativity (Gard1993; Gruber & Wallace, 1999)
enabled me to combine observations and intervidwlsecartist in her present
circumstances with the examination of her past. aiadysis of contexts that she was in
and choices that she made about her actions oevalwvarious periods of her life shed
light on her motivation to become, and then workaatextile artist.
Topic and Purpose of the Study

This dissertation deconstructs the nature of mbtwuao create works of art, and
in this study, motivation is viewed as, or situaitgcthe ongoing process of personal
growth (Rogers, 1963) in the life of a textile siitia woman who studied textile arts and
succeeded in becoming a working arfigtxamined the sociocultural influences of
motivation, and defined how they contributed todévelopment. | also highlighted the
role of experience in the development of motivatieimally, | emphasized the
interdependence of sociocultural contexts and éxpegs as they influenced the ongoing
process of reshaping motivation.

In order to accomplish this study, it was necessagstablish a research
methodology appropriate for the examination of wedton in a single individual. The

methodology was grounded in Rogers’s (1963) holidfinition of motivation, i.e.,



ongoing personal growth. At its core were the pples outlined by Gruber (1981) and
Gruber and Wallace (1999), which defined the stedadvolving systems approach used
in the studies of creativity of single individualhe principles were as follows: the
creative person was unique (thus meriting a casdykttheir creativity was
multidirectional (thus it depended on the contexd was unpredictable), and the person
him/herself was an evolving system (thus they ckdrayer time and their creativity had
to be examined as it changed during the coursleenf lives). Finally, the ethnographic
methods of gathering and analyzing data were usegamine the motivation of a living
individual, whose work in the present was obseled work in the past was discussed.

My interest in the motivation of artists stems framg long fascination with the
way artists work. Throughout ages, biographiesrmfas, many artists have worked long
hours, often in unfavorable working conditions, afign without adequate financial
rewards. In her book-length essayroom of One’s Owwirginia Woolf (1989) pointed
out how difficult it was for women to live indepesrt lives as artists. Not only did
women lack the financial resources, but also a rtmmork in. While some individuals
would have pursued other careers that were legs¢onsuming or more financially
rewarding, artists often chose to continue credtieg works of art.

My choice of a textile versus any other type oisamill be explored more
thoroughly in the methodology section, since itimes my research relationship and,
more importantly, my background knowledge of textitts and the influence this has on
my study. The general situation of textile artistthe Western world is an important

consideration for this project. Opposite the cagegomen writers or painters who in



previous centuries were not generally encourageijgported in their artistic endeavors,
working with fabrics was an activity that women wexpected to perform. This is an
important distinction to make because it resultsantrary sociocultural perceptions of
women artists. Emily Bronte hid her writings initicken cabinet and Emily Dickinson
hid her poems in a drawer. Sewing and embroideviag) often part of a young woman'’s
education (Gilbert & Gubar, 2000). With time ané fersistence of women, numbers of
them have become celebrated writers during tiec2@tury. Ironically, those who
pursued textile arts did not need to fight for thigghts to pursue their passion in previous
centuries. Yet their work is often undervalueds itaken for granted and seen as part of
domestic activities rather than an art form. Inualg of textile artists conducted in
Ireland (Nelson, LaBar, & Williams, 2005), the sypyghrticipants acknowledged that
they have been marginalized because of their ioadilly lower socioeconomic status (as
opposed to men) and due to the public’'s percemtidextile arts as a form of sewing, a
domestic activity, rather than an art form. In tighthese findings, as well as the
feminist perspective on women artists presentelteear the chapter, | was interested to
see what motivated my study participant to beconsxte artist, how her motivation
has developed over time, and what made her pargidficult times. Tracing these
themes over time, from her childhood into adulthaegeals shifts in her artistic identity
that greatly influence her art-making process.

These circumstances made the study of a textik agpecially appealing for me.
However, it is necessary to stress the fact thaiutd be conducted with any other type

of artist. What was important in this study is toatext in which an artist creates his/her

10



works of art. It is his/her unique story as itngeirtwined with motivation that needed to
be told.
Research Questions

| divided my questions into two sets: one relatethe nature of motivation and
the second related to the methodology involvedéase study of motivation. One set is
not a subset of the other; rather, they adhereytonm main purposes of the study,
outlined above.

Set 1. What is the nature of an artist's motivatincreate art? More specifically,
in the life of a textile artist viewed from Rogesgiolistic perspective, what is the role of
sociocultural context in the development of théstist motivation? What role do
experiences play in the development of motivatiemflly, how do sociocultural
contexts and experiences interact?

Set 2. How should the motivation of a single stpdyticipant be examined? What
would be the necessary components of such study®yiwhat would be the
implications of studying motivation of a single imdual?

In Chapter 2, | considered definitions of motivatidiosyncratic to major
theories of motivation, and concepts that influehtee knowledge about motivation,
such as creativity. | then focused on ethnograpbfi@stists where motivation to create
art is touched upon but not discussed explicitigsiits description is not the goal of an
ethnography. Finally, | focused on artists’ writiagout their own motivation to create

art. This type of literature sparked my interesstudying the motivation of artists with
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the use of ethnographic methodology in general hesiged me to form the purpose and

research questions of my study of the textile @irtiparticular.

12



Chapter 2

Conceptual Framework: On the Cliff at Pourville

In developing my conceptual framework, | examineativation from a variety of
perspectives: psychological, ethnographic/biogregdhand autobiographical (i.e.,
expressed by artists themselves). All these petispsavere valuable sources of
information for my study. The psychological perdpecset the stage for my study in
that it presented a spectrum of motivation thecai®ss pointed out their advantages and
deficiencies. It also presented the theoreticah&aork of my study borrowed from the
research on creativity.

The ethnographical/biographical perspective iligtd the importance of context
in studying motivation, and presented the connadbetween motivation theories and
ethnographies. Finally, the autobiographical perspe took into account the voices of
artists themselves. Their voices were not igndoedause they emphasized themes
important to them rather than to the researchers.

Because my study relied on the knowledge from sgwksciplines, it may be
helpful to visualize all the major conceptual eletsadiscussed in this chapter in order to
get a clear picture of their role in my researaft’d think of the study itself as a big,

empty canvas at its outset. The psychological getsfe served as the background of an
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image painted on the canvas. The indirect researehotivation was clearly visible,
while the direct research on motivation was distartt constituted a significantly smaller
part of the background.

I made this distinction in visibility because ewdough both perspectives
constitute the background of the image, they weteohequal importance in my study.
The direct research offered an historical perspeain how motivation has been studied
and illustrates some theoretical concepts appkcabmy study (i.e., the definition of
motivation and the elements of the interview gulease refer to Appendix A for a
more detailed description of what each motivatiweoty contributed to my study).

The indirect research influenced the methodologynpfstudy to a much greater
extent. It brought up the theoretical conceptsstndies of creativity which considered
the context of an artist’s life as an inseparalale pf the inquiry into creativity.
Methodology sections most influenced by the indiresearch on motivation were those
that focused on the choice of an ethnographic stagly, which in turn influenced other
essential decisions regarding the design of thegygteLg., participant selection and the
analysis of data), and the interview guide. Thathy the indirect research on motivation
constituted a clearer and larger portion of thekgemund.

The genres in the section entitled “Studies of 8etf Others” ranged from
ethnographic and biographies to diaries and augpaphies, and constituted the
foreground, i.e., the objects or the scenery thatdsest, most visible to the viewers. All
these genres provided glimpses into artists’ mtbwao create works of art embedded

in their lives. Instead of getting a glimpse intoatist’s life, | constructed a longer story
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which was, nonetheless, inspired by the collagdeo&xperiences and motivation of
artists mentioned in this section. | considerdtietforeground of my study because the
influence of the collage was visible in the prea@oh of findings: it was a story of the
textile artist’s motivation to create her work.

A painting that came to mind because it does hiawddreground, as well as the
background with two distinct elements, is Claudenklts On the Cliff at Pourville
(1882), Figure 1. The cliffs are the foregroundha picture and represent the foreground
of my research. The blue sea and the sky are tpe,lelearly visible elements of the
background and thus can be compared to the inditedtes of motivation, the influence
of which is clearly visible in my study. The clifiletween the sea and the sky are a lot
more blurred than the cliffs in the foregroundifdbey were covered by the fog. They
serve as a metaphor for the direct research orvatmtn, which is more distant from my

study than the indirect research.
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Figure 1 On the CIiff at Pourville (1882). The cliffs atfge foreground of the painting,
while the sea and the sky constitute the cleardrackd. The distant, foggy cliffs are in
the distant background. Copied with permission loé Metropolitan Museum of Art.
Psychological Perspective: The Background

In this section, | distinguish between researett thcuses on motivation directly
and indirectly. In the former case, the focus efthsearch was on motivation and its
correlates, while in the latter the focus of thelgts was on other phenomena, such as
creativity, which considered motivation as a neagssomponent. This distinction was
useful because it highlighted the two lenses thnowulgich motivation was examined.

More specifically for the design of my own studye direct studies that focused

on correlates of motivation provided useful infotima about what exactly should be

considered when examining the motivation of thdileartist. For instance, the goals set
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by an artist, the basic needs that have to bdisdtisuch as security or hunger) prior to
the engagement in an activity, and one’s belietaiabhow he/she performs have all been
shown to influence motivation in various studiestthimed to confirm various

motivation theories. The studies of creativity,tba other hand, were useful not only
because they mention motivation as a necessagr fatctreativity, but mainly because
they provided a useful theoretical framework fardsing motivation more holistically
than it has been traditionally examined.

Direct research: The distant backgrourithere are several main approaches to
the study of motivation developed over the lastasn My goal was not to argue which
of them was more valid, but to show how they evaliad how differently they view
motivation despite their common trait of focusingthis phenomenon directly.

Almost a century ago, Woodworth (1918) descrilled“trive theory,” which
was based on deprivation of physiological needsnéd is deprived of food, for instance,
they will be driven to find food in order not taste. Hull (1943) modified the theory
and distinguished between primary needs (i.e.stinguli) and secondary reinforcers.
The primary needs are the physical ones, whilsétendary reinforcers are secondary.
For instance, eating is the physical need, whitaieg the money in order to buy food is
the reinforcer.

According to Schunk (2004), the drive theory doetscontribute much to the
understanding of motivation of learners (or moreglty, to individuals who use
cognitive, i.e., mental processes when they work given task) and is best applied to

the understanding of more immediate physiologiesds. Still, | thought this theory was
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worth consideration, since the satisfaction opalsiological needs cannot be taken for
granted, especially when the study focused ongyaatits outside of a regular classroom
setting. A number of artists do not work under Idsanditions in which physiological
needs are met. An example is Togog, a painter Batlp whose ethnography | describe
later in the chapter. What is relevant to mentibthis point is that when he began
painting, he did it out of the need to earn momeluy food.

“Conditioning theory” is similar to the drive thgoin that it does not take into
consideration the cognitive processes. It statshithmans are motivated because of
stimuli from the environment. It is a behavioratg@ective, which in its classical version
postulates that humans are motivated to learn wendisplay an overt behavior that is
elicited by a stimulus (Skinner, 1954). Thus, wkiggy are asked a question (a stimulus),
they respond (overt behavior in response to timeustis). To me, the biggest drawback of
this theory was that it focuses only on the ovetdvior. While the environment may
provide stimuli for some type of action, they magdguce internalized behavior, for
example, reflection. Focusing solely on the extelpehavior ignores any information
related to the nature and the development of mibinaFor instance, the information on
how and why a person made specific choices and tae®rtain conclusions is lost.

An important concept that surfaced in the studsnofivation is called intrinsic
motivation. This has not been stated in the litewabn intrinsic motivation, but my
suspicion is that it has emerged as a response toethaviorists and their strong belief in
environmental stimuli that elicit overt respons#rihsic motivation occurs when

individuals are engaged in an activity for no olmg@eward, but simply the enjoyment of
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the process (Deci, 1975). Studies have shown thabwartists love what they do, they
create art without external rewards, e.g., mongyaise (Amabile, 1985, 1987).
Interestingly, the research on intrinsic motivatd@velops separately from the research
that focuses on theories of motivation in gendregrtainly considered the enjoyment of
the process as part of my investigation, sincel Indit see intrinsic motivation as being
contradictory to other theories but rather an ingodraddition to them.

All the theories discussed in the remainder of faction differ from the two just
described in that they consider motivation as anitivg, or mental, process, rather than a
response to a stimulus or reinforcer. The “cogaittensistency” theory assumes that
whenever there is tension, behaviors and cognitieesl to be consistent with one
another (Schunk, 2004). Balance theory (Heiderg1a#d cognitive dissonance
(Festinger, 1957) are two different perspectivahiwithe cognitive consistency theory.

In “balance theory,” the focus is on the relatinipsbetween people, events, and
situations. The goal is to achieve positive relaibetween these three elements. Thus, if
an artist is commissioned to create a painting hsiseto strive to be in a positive
relationship to the commissioner, who in turn nmiket the painter and the painting she
paints. While | thought the relationships betwdenthree elements of the theory—
people, situations, and events—are important, éedjivith Schunk’s criticism that the
theory did not resolve the issue of how to actuatligieve the balance between the
elements.

In the “cognitive dissonance” theory, the godabisnaintain consistent relations

between beliefs, attitudes, opinions, and behavibey of these elements is in a
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dissonant relationship to any other, it will motw@ne into action. Schunk argues that
cognitive dissonance is hard to verify through expents. In sum, the cognitive theories
discussed above, as well as those outlined imtiheduction, vary significantly in their
approach to motivation. They range from examiniagses of achievement or failure
(attribution theory) to a goal-oriented behaviardial-cognitive theory) to the
relationship between attitudes, beliefs, and opisicognitive dissonance theory). As |
stated earlier, my goal here was not to point ttiqdar theories and proclaim them to
be better than others, but to show the range dilpidites from which to choose.

My general criticism of all the theories was tHeaiture to recognize the
importance of emotions, which | viewed as effedtéhe social or cultural environment,
and their influence on one’s motivation in a givvemtext. Alice Flaherty (2004) points
out in her study of writers’ creativity and writerblock, the cognitive approaches
highlight the role of conscious skills, e.g., ewvide collection or problem definition.
What these approaches fail to consider in deptivelier, is the effect of unconscious
emotion on writer’s block. For instance, she pooisthat a person may have a writer’s
block not because of their cognitive abilities, batause of the emotional states that
he/she is in (e.g., an insecure position in hesegbenvironment.

A telling example of this is Zachary Leader’s (098ccount, cited by Flaherty,
of Mark Twain’s struggle to writ&he Adventures of Huckleberry Finreader’s
research suggests that Twain was writing the batdtowt any major obstacles until he
reached the point at which Huck and Jim were tatftlown the Ohio River. At that

moment in the narration, he was only able to adduple of chapters while writing other
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books in their entirety. A few years later, he cdmek toHuckleberry Finnand decided
to change the Ohio River into the Mississippi Rividris shift allowed him to finish the
book without any major obstacles. Leader claimsithaas due to the emotional
connection with the Mississippi River, since Twhad been a steamboat pilot there,
while he had no connection or attachment to the®ver.

Moreover, Flaherty points out that emotions haseerbstudied separately from
the cognitive processes in Western psychology. Bhewld, however, be examined in
tandem, since they interweave with everyday life.FAaherty aptly expresses their
entwined nature, “We learn to do well what we loaed we learn to love what we do
well” (p. 89). In other words, what “we learn to dell” and what “we love” are
dependent on one another, in the same way as wiatearn to love” and what we “do
well” are related.

Bruner’s (1990) criticism of psychology is suppeetof Flaherty’s critique. He
points out how psychology has become fragmentedasbas been the case with the
definition of motivation, dependent on its specgaradigm. “Too often,” Bruner states,
“they [psychologists] seal themselves within theim rhetoric and their own parish of
authorities” (p. ix). He further suggests that sadhagmentation of the discipline does
not facilitate the understanding of the human nand the human condition.

I will end this section with the discussion of tiierarchy of needs,” since it is
more holistic in nature and does acknowledge varaspects of human nature, aspects
that would traditionally belong to different fieldsid paradigms. The theory is

considered humanistic and contrasts sharply wethafsproaches discussed until now.
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The humanistic approach emphasizes studying ampédstically and thus with the
consideration of their thoughts, behaviors, antirfge (Weiner, 1992). Humanists
emphasize the importance of self-awareness and capabilities to make choices in
their lives. They do not believe in the environnastimuli and reinforcers that propel
human actions (Schunk, 2004). Nor do they beliewe $elective examination of goals,
beliefs, attitudes, or drives without considerimg® life as a whole, i.e., the context in
which one lives.

Maslow’s (1968, 1970) Hierarchy of Needs postuddlat if certain basic needs
are not satisfied, it is hard to motivate a persoattend to other needs. Thus, in his
hierarchy, physiological needs (eating, sleepihg) éave to be satisfied before all other
needs. Once physiological needs are satisfiedtysaéeds can be considered. Once those
are satisfied, belongingness (having close friemdisnate relationships, etc.) should be
resolved. Then, self-esteem (working independeb#ing valued by others, etc.) should
be considered. Only when all these needs are matroa self-actualize—in other words,
become somebody who is capable of becoming. hhjmrtant to mention that the
deprivation of any of the four needs that come t@=$elf-actualization propels the
motivation to satisfy them. However, Maslow warhattthe prolonged deprivation of
these needs leads to a variety of mental problems.

Maslow’s hierarchy of needs was a useful concepotwsider when studying
motivation. In her ethnography of a poor Brazilrghborhood, Nancy Sheppard-
Hughes (1993) discussed the adverse effects ofutngion on children’s ability and

willingness to attend school. They felt too weakvik a long distance, and too
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exhausted to be able to concentrate on schoolitsedivin her memoir about teaching
blind children in Tibet (2004), Sabiye Tenberkeressed the importance of developing
the self-esteem of blind children who stayed ingregram for three years and were then
successfully integrated into mainstream schools. ilitegration was successful because
by the time the children left her program, theywrbeir strengths, and being teased by
sighted children did not bother them. Many becaopestudents in their class.

While the Hierarchy of Needs emphasizes importssuas that may stimulate or
hinder the development of motivation, it also raiseanswered but fundamental
guestions. For instance, does it matter whethendleels are satisfied by the individuals
themselves as opposed to being taken care of leysoivho are in charge? The question
makes an important distinction between passiveaagtide engagement in the satisfaction
of needs. If the physiological needs of an indieidare taken care of by others, that
individual may take them for granted and not carsttive for further development. Also,
the individual's self-esteem may be developed leshe does not have to strive for self-
actualization because of the lack of directiorhigirtlives or the wish to satisfy others,
e.g., those who helped in satisfying their needd,ret being able to pursue one’s own
path.

If the involvement of the individual may be actimepassive in Maslow’s
humanistic approach to motivation, there can bdoubt about the active participation of
the individual in Rogers’s Actualizing Tendency §B9, which views life as an ongoing
process of personal growth (Rogers, 1963). | fodwusethose aspects of Rogers’s theory

that influenced my view of motivation and which weeflected in the design, and to
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some degree methodology, of my study. In the cahietupages of the next section, |
will address the criticism of Rogers’s perspectivhjch could apply to my own study.
Rogers’s humanistic approadBefore discussing Rogers’s theory, | will point out
the differences in terminology used by Rogers aadtitics. These are important to
establish in order to avoid ambiguity while readihg section. Among many important
contributions to psychology, such as the personeted approach (to therapy education
and human relationships in general) and the noctiieeapproach (in which a therapist,
teacher, or anybody who traditionally is consideaetiave power over others does not
impose his/her own views on their patients/cliestsgents, etc.), Rogers made important
contributions to the study of motivation. What atkeholars classified under motivation
theories (e.qg., Petri & Govern, 2004; Schunk, 20Bépers (1963) referred to as
actualizing tendency, a part of a larger, holigtierson-centered theory. In my mind,
motivation and actualizing tendency are synonynmgesl view motivation precisely in
Rogers’s terms. | will discuss our shared view tiglwout the chapter in greater detail.
For the time being, | wanted to stress that | vefer to Rogers’s theory using both terms.
Rogers’s humanistic theory of actualizing tendetheyeloped as a response to the
dominant behavioral approach of the 1940s throlg§io4. While the behaviorists
believed that individuals were motivated to respbadause of a stimulus in their
environment, Rogers claimed that individuals hadgbtential to make their own free
choices, not necessarily enforced by a stimulusrade a result of considering
emotions, cognitive processes, and current circamass. In summary, Rogers believed

that every individual had an innate potential tovgrnot just physically, but emotionally
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and cognitively. The growth was facilitated by undiional positive regard, i.e., being
accepted or praised by others without any conditidwwcording to Rogers, when people
are conditionally regarded, they do not self-acrgalThe growth could be stifled by
negative environmental (i.e., external) influenagth caregivers, parents, teachers, and
other important persons in one’s life, for exampleJowering one’s self-esteem
(Demorest, 2005; Nye, 2000; Rogers, 1995).

While it was not my goal to test a hypothesis otthler all the characteristics
necessary for my study participant’s growth wemspnt, certain aspects of Rogers’s
approach made it an appealing choice for an inkdapalysis and incorporation into my
study. | will focus on the aspects of the theot thave shaped my understanding of
motivation and influenced the design, and to soagrek methodology, of this study in
fundamental ways.

Influence on study desigRoger’s belief in an ongoing process of personal
growth (1963) is inherently important to the desigmy ethnographic case study. It
allowed me to follow my study participant’s proggégsom the time she planned to make
a piece of art to the time when it hung in theeyall It also justified my questions about
pivotal moments in her life, beginning with childitbthrough adolescence and
adulthood. Thus, inevitably, the development ofrhetivation was examined over a
long period of time.

Not only did Rogers view motivation as a long-tgrracess, but he also viewed it
holistically. He stressed the fact that while hgdrehis work as a therapist and his first

learning experiences came from that field, he agdpihe exact same principles (of
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genuineness, good communication, unconditionatipesiegard, etc.) and theories (e.g.,
actualizing tendency) to other settings. The sgstianged from clinics to educational
institutions to places of conflict resolution, f@hich he was nominated for the Nobel
Prize (Rogers, 1995).

Likewise, in my study | did not distinguish betwet@e motivation that my study
participant exhibited when being at school, veasome, versus in her art studio.
Instead, | integrated all settings and strivedhiovstheir interdependence. | will not
reveal the findings in this chapter, but it is mabethy that my study participant’s
experiences at her childhood home, e.g., of artimgaik childhood, influenced her
choices of subjects at school, college, and beyAlsw., her art projects at college were
heavily influenced by specific experiences she werttugh and which were important to
her development as an artist. To limit myself tea#ing motivation in a single setting,
educational or otherwise, would be to deny thegmwes of this interdependence.

In Chapter 3, where methodology is discussed,Uathat each person was
precious, and each had their story that desertedtain. Rogers (1995) shares his
understanding of every human being as follows:

One of the most satisfying feelings | know—and ase of the most growth-

promoting experiences for the other person—conwes fny appreciating of this

individual in the same way that | appreciate a stiriReople are just as wonderful

as sunsets if | can let theme [author's emphasis]. In fact, perhaps the reakan t

we can truly appreciate a sunset is that we carordtol it. When | look at a

sunset as | did the other evening, | don’t find elfysaying, “Soften the orange a

little on the right[-]hand corner, and put a bitmagurple along the base, and use

a little more pink in the cloud color.” (...) | watéhwith awe as it unfolds. | like

myself best when | can appreciate my staff membgrson, my daughter, my
grandchildren, in the same way. (pp. 22-23)
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The quote is significant for several reasons;isrmecause Rogers watches the
sunset, and individuals, with awe. The appreciatiot respect for a single person were
appealing aspects, and greatly influenced my decis apply a case study methodology
as opposed to resorting to more traditional quainteé methods of examining motivation.
Resorting to the traditional quantitative approacthe study of motivation, in which |
would have to involve a significant number of paigants, | would not be able to watch
the sunset unfold, i.e., to listen and learn frogingle person.

It was also important to me that Rogers thouglgeafple as “wonderful” (p. 22)
just the way they were. He “let thdmd’ (p. 22), instead of wanting to change and control
them. The acceptance of a person without imposingiews or values on her made me
consider conducting an ethnographic study, ratiem & grounded theory (Creswell,
2006; Strauss & Corbin, 1998) approach, in whialould ask my study participant
guestions that would confirm or disprove my exigtiheory of what influenced her
motivation. While all studies are inherently biasddaddress this in more detail in
chapter 3—the ethnographic approach was the agptbatallowed me to best obtain
information from my study participant, analyzing hesponses and modifying my
guestions as the analysis proceeded. My findingefbre emerged as result of her
responses and were then connected to existingiéisetm other words, while | used the
theoretical framework from this chapter, especitily theories discussed in later
sections, for my initial questions, my participantésponses gave me clues as to how to

proceed and what to ask.
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While both decisions, i.e., pursuing my reseasch aase study and using the
ethnographic approach, were justified by the wamis works of qualitative researchers
and anthropologists (see Chapter 3), the ideaef ewensidering such choices in the
study of motivation came from Rogers. | apprecidtisdrespectful view of a person and
the fact that motivation, usually a psychologiaahcept studied in groups, could be
explored by examining one person’s growth over timeny life, | have come across
people who overcame trauma, sadness, disability,atd wished to learn from them, to
study how they did it. Whenever | wished to pursueh study, | was told that it would
not be valid because of the small number of pawitis involved. To ignore somebody’s
achievements in the name of methodology was paibédause | felt that the knowledge
from these precious individuals would be lost. wgBrs’s work, | found references to
methodology that would account for the subjecteaity of individuals’ experiences and
guide my own methodological choices. They will lescribed in the next section.

Influences on methodologks has been the case with justifying the ethnogcaph
case study, my methodology draws from the litemtirqualitative researchers and
anthropologists (see Chapter 3). However, | tracadmber of overlapping concepts in
their methodology, and even Rogers did not congeat-long studies of motivation like
this one, so | could not simply gather his methetislesale and use them for this
research. The fact that a lot of important methogdickl strategies did overlap meant to
me that their goal was the same: to honor subjeetperiences of individuals and to
learn from them. Because of this shared goal} kit my use of ethnographic

methodology was consistent with Rogers’s perspeetid thus justified in my study. In
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the balance of this section, | will point out tinepiortant elements of overlapping
methodologies.

| was attracted to Rogers’s self-analysis. | vélisestatement, “I like myself best
when | can appreciate my staff member, my son, awgter, my grandchildren, in the
same way” (p. 23). It implied to me that Rogersea@td on his own attitude toward
others and thus was capable of modifying it. hdbwish to suggest that other
psychologists did not reflect on their work, bugytwere not encouraged to present their
personal reflections in scholarly papers. Skinfaerinstance, a contemporary of Rogers,
publishedA Case History in Scientific Methdgear), a passionate and reflective account
of how he became a scientist. While Rogers (198f&rred to it as a “beautiful personal
account” (p. 138), Skinner himself dismissed iaasnsignificant “epiphenomenon” (p.
138). Rogers continually reflected on his work ao it affected him, and did so in and
for the public, e.g., in his books, articles, andference papers.

A continuous reflection by the person who condtiegsstudy is also strongly
encouraged in qualitative research, e.g., by malkahg notes and writing memos. My
own attitude toward the study participant and nseegch methodology were reflected
throughout this dissertation, but were most promime Chapter 3. It was through
reflection that | uncovered my biases in the stutiypse to present the findings in a
particular form, that of vignettes, ethnodrama,,e&tnd overcame my fear of inserting my
own voice into my study participant’s stories. Véhih Chapter 4 | stated that | felt like

an interpreter whose task was to interpret stavigsout distorting them, in Chapter 6 |
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felt comfortable stating that at times my voice wagded in order to explain or put into
perspective my study participant’s experiences.

While reflecting on one’s own attitudes to resbascimportant, it is also
necessary to listen to the study participant. $this who has a lot of valuable information
to share. Careful listening to the study partictpsas, therefore, an important element of
the research. Whether he referred to therapistshegs, or conflict negotiators, Rogers
(1995) stressed the importance of being a gocghkst To him, this meant not imposing
one’s own views on one’s patients, students, other settings where traditionally one
person is in control of others.

In ethnographic research, listening to the stualyigipant is crucial to the
integrity and the findings of the study. One reasathat in order to learn from the study
participant, one must let her talk and expresohar views. | myself did this out of
respect for the study participant: since she wélsgito share information with me, |
needed to be willing to listen. Furthermore, inertb ask her appropriate questions,
ones based on her responses, listening is a fundahsill.

Moreover, when an interview with the study pap#sit is over, | needed to
transcribe our interview in order to analyze iteTgrocess is described in detail in
Chapter 3. Here, it is worth noting that Rogers thasfirst psychologist who fully
transcribed interviews with his patients, or clgrgs he preferred to refer to them. He
published the first full transcript, over 200 pagefshis interview sessions. He also added
his comments and critique on how he thought heopastd. The transcribed interviews

served the same purpose as interviews in quaktagisearch: analysis.
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Interview transcription, skillful listening, anel&reflection, important elements
in Rogers’s perspective, were reflected in my egnaphic approach to the study of
motivation. They enabled me to perceive humanmichology and ethnography as
disciplines that could complement each other sesstyleRogers himself incorporated
research from a variety of disciplines into his omark, ranging from biology to the
history of science, from philosophy to physics toh@aopology. This caused, | believe,
resentment from traditional psychologists who detiknowledge from laboratory
experiments. Rogers recalled that he and Skinnex dabated at the University of
Minnesota for nine hours. To Rogers’s dismay, Séirdid not give his permission to
release transcripts of their recorded debate.dm#xt section, | will focus on what the
major criticism is, based on the information gadltefrom written sources. We can only
speculate as to whether any of it was discussadgltireir long debate.

Criticism of Rogers’s view of motivatiolm general, | found the criticism of the
humanistic approach to be a bit general, i.eqdti$es on issueslated toa
philosophical standpoint rather than the spectifcthe humanistic approach and
Rogers’s theory. It concerns bias and the inaliityneasure Rogers’s constructs with
scales. As such, it does not criticize the thetsgif, but challenges the basic
assumptions, such as the definition of motivatiod s measurement, inherent in all
theories. What follows is an illustration and arséyof both areas of criticism.

One major criticism of the contemporary scholarthé&é Rogers’s theory of
actualizing tendency is a philosophical analyseiiRR Govern, 2004). It regards

motivation as a positive phenomenon, which stinegldtuman growth and lets
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individuals thrive. Rogers participated in the moeat called Positive Psychology (Nye,
2000; Petri & Govern, 2004) because of his optilmigew of motivation and his desire
to examine what he considered positive phenomeharnman life, such as positive
regard, growth, thriving, etc. The movement wassponse to the mainstream
psychology, which viewed a person in clinical teras somebody in need of treatment
for abnormalities.

While viewing motivation in such a positive ligstbiased, it is hard to deny the
existence of the phenomenon. In Chapter 1, foaits, | referred to women artists who
could excel in their field despite adverse circuanses such as societal expectations. In a
later part of this chapter, | will shed light omntemporary artists who thrive despite a
controlling political regime or social pressures.

More importantly, Petri and Govern (2004) statest Rogers’s philosophical
analysis of motivation portrayed the phenomenopasstive, while Freud’s was
portrayed as negative. These two views, the auttlanwed, were biased because of their
philosophical assumptions. It strikes me as aniuatsessment of motivation theories,
because it presumes that all the contemporary tegnheories sketched in the earlier
section of the chapter and presented in the baekyrbiased.

The fact that there are so many contemporary igggof motivation implies that
there is a bias in each of them. Each theory, védrdthmanistic or cognitive, examines
motivation from a different perspective. For ingt@nattribution theory views motivation
as a set of attributions, such as luck or effohicl are supposed to explain the causes of

different behaviors (Weiner, 1985, 1992). By conguar, Bandura’s (1986)
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sociocognitive theory views motivation as a goaédied behavior, which is instigated
and stimulated by our expectations of outcomesoamdelf-efficacy. While the
attribution theory focuses on attributes, the soogmitive theory focuses on expected
outcomes. Both theories may be valid, but theyediignificantly in their approach to
motivation. The former assumes that there are soesent or absent attributes that
stimulate or hinder motivation, while the latterestses the importance of one’s
anticipated and actual outcome.

A further proof of the difference between the asggtions and goals of the
theories is that they use different measuremeits.tédtribution theory measures one’s
perceived rate of success or failure. For instaimceducation, Marsh’s (1986) Sydney
Attribution Scale (SAS) may be used. When motosais examined from the
sociocognitive perspective, it is not the rate efgeived success or failure that is
measured, but one’s self-efficacy. Thus, SchwaamdrJerusalem’s Generalized Self-
Efficacy Scale (also used in educational settiag&s questions related to one’s
perceptions of outcomes and the effort put intaagaishing a given task. Both one’s
perception of outcomes and attributed causes lofréaor success may be important, but
the fact that the scales differ so greatly doegatd that each theory measures what it
views as important in the study of motivation.

Not only is Rogers’s theory labeled as biased,gamed with other theories of
motivation, but it is also marginalized becauss itot considered empirical. Its concepts,
such as positive regard or personal growth, aréeanand not measurable constructs

(Petri & Govern, 2004; Schunk, 2004). While it igdeniable that these concepts cannot
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be measured, this does not mean that they canrmobperly examined. Rigorous studies
have been conducted that included Rogers’s asasalther humanistic theories. For
instance, Churchill and Wertz (2001) discuss thecepts and methodology for the
phenomenological approach to the studies in holpichology. Similarly, Moustakas
(2001) focuses on heuristic research, while Josselad Lieblich (2001) focus on the
narrative approach. While there is less reseavolducted within the humanistic
tradition, it is an oversimplification to state taghe humanistic theories, including
Rogers’s, cannot be examined. It would be moreratewo acknowledge that humanistic
psychology, as Wertz (2001) informs us, reliestendualitative research to generate the
findings.

In their debate on methodology, Arons and Rich§28€1) argued that
mainstream psychology has been preoccupied mohetindtmethods of conducting
studies than with the content of the studies.rkhis view is a bit too simplistic,
because content does matter in quantitative reseesaclusions are based on nothing
but the content. | also maintain that regardlegt®type of psychology chosen to
support a study, methods should be important. Egrttbelieve that humanistic
psychology, which relies mostly on qualitative eesh, does allow, indeed necessitates,
the content to be broader in scope, thus allowingee nuanced picture of the
phenomenon being studied to emerge.

I do not wish to argue that obtaining the nuandetuge is the “better” approach,
because for some studies the emergence of thedataided perspective may not be the

goal. For studies like this one, where | wantekb&on about motivation as it occurred in
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various contexts, over time, and in a single peraanore nuanced picture should be
expected.

The picture would have been much fainter—it woldeldnlacked the theoretical
assumptions, design issues, and methodologicégies available to me—had it not
been for the existence of the field of humanistigghology. Incidentally, the study of
humanistic psychology, Arons and Richards (200fdrin us, developed in the 1950s, as
did the study of creativity. Among many things thiase two fields share, one stands out
the most for me: both view the subjective humareeepce as the key to understanding
human beings, and reject the notion of objectiaditse(e.g., a laboratory or a controlled
setting). In this section, | explored the influemédrogers’s humanistic view of
motivation in my study; in the next section, | wWilither refine my enquiry into human
motivation by focusing on studies of creativity.

Indirect research on motivatioffhe clear background. It is not a coincidence that
| am bringing creativity into the picture: althouggimay be stating the obviousnumber
of studies on creativity have identified motivatias one of theecessary components of
creativity. Sternberg and Lubart (1991, 1992, 198%)instance, identified intrinsic
motivation as one of six necessary elements oinyestment theory of creativity.
Czikszentmihalyi (1997) also described motivatisraanecessary personality trait of
highly creative individuals. Thus, there seemsda@lstrong connection between
motivation and creativity. In their essay on thamection between motivation and
creativity, Collins and Amabile (1999) state that the mostpsing area of future

research mmotivation and creativity wilfocus on “the interactions between the
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motivational context of creative behavior and otfaetors important to creativity
(Amabile, 1996; Runco & Chand, 1995)” (p. 307).

Encouraged by such a close connection between atiotivand creativity, and
more specifically by their occurrence in the sametexts and by the need to study the
interaction of motivation and creativity with othfactors, my conceptual framework has
been influenced by Gruber’s (1981) and Gruber’'s\Afadlace’s (1999) so-called
evolving systems approach. It encompasses theithdiVs relationships with others
(ranging from family to colleagues) and with, orlpaps to, experiences throughout life
that have an impact on their creativity. The apphoaspouses the form of a case study
and has the following attributes: the uniqueness afeative person, the multidirectional
developmental change, and the acknowledgementh@gterson under study is herself
an evolving system. These attributes imply theofeihg: (1) the person is unique and
therefore cannot be reduced to a fixed set of pseg dimensions, but should be
examined in a case study, (2) the person’s devedopof creativity (or motivation, in
my study) is multidirectional and therefore canbetpredicted, but should be examined
over time, (3) the person under study is herselalving system and therefore should
be studied holistically (i.e., with the considenatiof sociocultural influence) over time.

Gardner’s (1993) study of creative individuals &meir sources of creativity
during the course of their life, as well as Grub€f'981) study of Darwin, are examples
of the application of this approach to the studgrefativity. The authors’ aim is to

“understand the ebb and flow of creative activigiothe course of a productive human
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life” (Gardner, 1993, p. 23). Both authors consideanging emotional states and
circumstances in which the individuals have beeative.

Gardner introduced a helpful set of factors whiehréfers to as the creativity
triangle, because of the visual representation vties three factors are connected, and
which | want to incorporate in my own study of atie artist. In his study of creative
individuals, he based his framework on three retetinips: between the artist as a child
and as a master; between the artist and his emrenn(personal and professional); and
the artist’s relationship to his work.

Let me elaborate on the importance of these relghips in more detail. Gardner
examines the relationships between the child (ihe¢ artist) and the child’s
development into the master in his/her field. inportant to examine this relationship
because it provides information on how the artistiswledge and perception of the
world changed over time. Examining major events liaae taken place in the artist’s life
helps to contextualize the changes and thus hettigrstand them.

The environment encompasses the reldtiprieetween the artist and others around
them. Although artists are often thought of asatal individuals, they are, according to
Gardner, influenced first by family and teacherd #ren by friends and colleagues. It is
important to examine the artist's environment o out how much their creative work
depends on or is stimulated by the environmentratabem.

Finally, Gardner examines the relatiopdtetween the artist and the art works
they create. While artists are influenced to atgegtent by their models/influences as

well as their close environment (i.e., family, friks, or colleagues), they tend to
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appropriate or accommodate these elements intowloek and their own identity as
creative individuals, rather than copy somethingatly as they were taught by their
masters or colleagues. The process of how and wisysaappropriate some elements of
models/influences or their environment, rather thiamply copy them, is interesting
because it provides information on the artist'aivéy as well as about their motivation
to come up with their own way of creating art.

To illustrate the “ebbs and “flows” of creativity the lives of individuals,
Gardner described the lives of artists (T. S. Elgdr Stravinsky, Martha Graham),
scientists (Sigmund Freud, Albert Einstein), antitigal figures (Mahatma Gandhi).
Voluminous biographies have been written aboutdhedividuals. Gardner’s aim has
thus been to highlight the parts of their lives fll@used on the three relationships
described above, i.e., a person as a child andresster, between the person and their
environment (personal and professional), and tledationship to their work. While
emphasizing these relationships, Gardner traceddneativity developed, overflowed,
meandered, and receded as one’s life progressezk &ieativity itself is invisible, it
could only be traced though its manifestationsrdaregled in human relationships and
experiences. To clarify Gardner’s way of tracing a@escribing creativity, let us focus on
the portrayal of one of his heroes, Igor Stravinsky

When characterizing Stravinsky’s childhood, Gardiescribed how the young
Igor was fascinated by a peasant who could notkspgawho made up a song of the
only two sounds he was able to pronounce. He @tnkd to peasant women’s songs

sung on their way home from a day’s work. While bas to be cautious in attaching too

38



much significance to these early experiences, dlweynake up a part of one’s creative
development and may serve as inspirations for éutueative endeavors (in Stravinsky’s
case, it was his use of Russian folk elements isicalicompositions). The fact that these
early experiences are remembered is in itselftarteny to their significance for the
individual who remembers them.

It is also remarkable that in Stravinsky’s childdpwhen he learned how to play
the piano, he loved to compose his own tunes. \lghettraordinary about it is that he
was discouraged from wasting time on writing hisipmferior melodies; yet for years,
he persisted. Later on, he defied his father’s wostollow in his footsteps as a lawyer
and decided to become a composer.

For a couple of years, he studied music with hasher and promoter, Nikolai
Rimsky-Korsakov, a well-respected Russian compd@3ee. day in 1909, Stravinsky’'s
performance was attended by Serge Diaghilev, whoamampresario and who hired him
on the spot to compose music for a then-famousi&ussllet in Paris. This encounter
was significant for Stravinsky not only becauselifiéswould change forever by living
abroad, but that his composing skills were beirnggaized and praised by an outsider
(i.e., not a person from his circle of friends agntors). This recognition gave him the
confidence to write his first very well-receivedlbg The Firebird followed later by
Petrouchka

Gardner points out that while the first ballet wsbbiave been well-liked by his
then-deceased teacher, Rimsky-Korsakov, sincdi#ad the knowledge imparted by

him, Stravinsky’s second and all his following me®f music portrayed a departure
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from his mentor’s knowledge. The departure is aifiigant fact because it confirms that
Stravinsky had sufficient skill and knowledge of iomain to be successful in it without
adhering to his predecessor’s teachings.

Gardner also point to Stravinsky’s failure, or @blereativity, when the composer
wrote The King of the StardVhile | wish that Gardner provided a more dethdecount
of what went on in Stravinsky’s life during thaihgé—something that could have been a
clue to his ebbing creativity—the author does hgjitlthe importance of acknowledging
and dealing with failure. Althoughhe King of the Starwas not applauded by the public
or the music critics, the failure was significant the composer himself: it enabled him
to figure out what to avoid and how to proceed mcheative path in the future.

In Stravinsky's case, the ebb was worthwhile sihchanged into the outpouring
of creativity reflected in his most famous ballBte Rite of Springlhis was one of the
last pieces where Stravinsky was inspired by thesRn customs and culture. Later on,
his creativity would flow from other influences—eagn composers from past centuries,
or contemporary composers and artists. | will thog the illustration of creativity as it
shifts its flow in Stravinsky’s life.

While Gardner examined creativity over the indiatil entire lifetimes (and thus
the individuals being studied were no longer bdem at the time when the study was
conducted), | want to study the motivation of arlgyindividual, and so be able to
observe it as it “ebbs and flows” in her life. lMie able to interact with her, ask
guestions, observe her in her environment, etthdrfollowing section, | will explain the

usefulness of ethnographic studies for the researahotivation.
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Studies of Self and Others: The Foreground

This broad title encompasses ethnographies andapbigs: texts written by
other people about individuals or groups of indirts, and biographies and diaries
written by artists themselves. Since none of tlsesegces focus directly on the motivation
of artists, they can be treated as mere glimpse¥aination rather than as complete
pictures of how motivation works. Neverthelessytheovide valuable information about
the nature of motivation, i.e., they depict motivatas it happens in the lives of
individuals in different sociocultural contexts datierefore they should not be
dismissed.

Ethnographies and biographieSthnographies about artists are valuable sources
of information about artists’ lives in differentrexts. They do not discuss their
motivation to create art directly, but they sheghtion the issues raised in motivation
theories discussed earlier.

Taylor's (2004) ethnography of Vietnamese paintinsinstance, is a vivid
example of how much the environment dictates wiatttists can create, and how the
artists cope with the environment they live andateen. The author points out that in
Vietnam, due to the political situation, artiste aensored and thus cannot always paint
what they want to express. Examining their motafatio paint without considering this
fact would fail to recognize their strong devottorart, which corresponds to the idea of
intrinsic motivation, i.e., doing something for thake of enjoyment rather than external

rewards.
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Instead of abandoning their painting careers becthesy weren'’t able to paint
what they wished, they either painted pictures Wexe accepted by the Vietnamese
regime, e.g., of peasants or minorities, or they darivate collection of pictures which
they hid away from the public view. Such behavi@yrbe seen as cognitive dissonance
because the painters had to conform to behaviaratitudes imposed by the communist
regime in public, but they did own private collects reserved for their most trusted
friends.

In her ethnography of Special Drama, a form of puytar Tamil theater in India,
Seizer (2005) examines the stigmas attached tosaatal especially to actresses. The
physical challenges that the Tamil actors havestd dith on an everyday basis are
enormous, since they travel from one village toth@oduring the day and perform and
improvise throughout the night (from 10 p.m. ugwn). Still, the stigmas attached to
being a Tamil artist are even greater than theiphlyshallenges, and women are more
stigmatized than men. In the Tami language, mangsvthat mean “an actress” also
mean “a whore” or a “prostitute.” This kind of larage arose because of a stereotype
that labels a “good woman” as somebody who stayeirhome environment, out of the
gaze of the public. When she performs on stageisséue object of the gaze not just of
one, but of many men.

This and many other stigmas, e.g., holding on ¢oTthmil values despite the
process of Westernization, being poor, etc., atestopping the Tamil population from
entering into the art environment. In fact, theoestare so conscious of being stigmatized

that they play out these stereotypes on stage.nvaty join because they like the
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environment and the relatively high salary avagdibk their social class, and for career
change. To some degree, the causes for joininthdeer may illustrate the social
cognitive theory in which the goal-oriented behay&g., earning money) is sustained
by one’s expectations of outcomes (having monesufiport oneself for periods of time
when there are no performances). The artists’ heh&valso a direct contradiction of
the achievement motivation theory which postul#étes one’s cognitive processes, such
as beliefs about one’s capabilities, are first gtated by the social environment. Were
this the case, not many actors would want to josdtigmatized theater.

Finally, Geertz’s and Togog’s book (2005) is ametijraphy of Togog's life.
Togog was a painter in Bali who became the mosiential and renowned painter in his
country. His beginnings were humble; he first begaimting in order to buy food (this
would be the drive theory), and then began topiéeting and decided he could not
enjoy anything else, e.g., physical labor, to e degree (this would be intrinsic
motivation).

It was not my intention to describe all the insesof motivation theories that
could be deduced from the analysis of the aboveogftaphies. Rather, | wanted to show
that various motivation theories could be appleditferent contexts. The variety of
applicable theories, ranging from the drive thetoythe cognitive dissonance, to
intrinsic motivation, to the social cognitive thgaf motivation, presents a range of
possible interpretations of motivation. It alsoyes the point made earlier in the chapter,
mainly that motivation is dependent on various saditural contexts and thus manifests

itself differently.
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My analysis of ethnographies in terms of motivatioaories shows that there is a
connection between motivation and ethnographiesn éthe connection is not
intentionally made by their authors. The connectlmwever, is subtle: it is not meant to
build theories of motivation; it is there to shdvat a lot can be learned about how
motivation manifests itself by analyzing ethnogriagh

It is also important to note that in ethnographiwesonly get glimpses into
somebody’s motivation since, as has been statendyeghe authors of ethnographies do
not focus on the issue of motivation. Thus, howeassful the information from
ethnographies may be, it should not be the onlycgoaf information about how
motivation occurs in context.

Biographies are also windows into one’s motivasarce they, just as
ethnographies, richly and vividly describe the eahin which the artists created their
works of art. In a biography of Mary Shelley, fostance, Miranda Seymour (2002)
recreates the web of circumstances in which Masll$hved and wrote. Her motivation
to write was probably stimulated by a range ofwinstances: she was the daughter of a
famous philosopher, William Godwin, and of Mary Wétbnecraft, considered the first
feminist. Thus, from her earliest childhood yeals was surrounded by books and a
supportive reading environment. She then marripded whose writing she admired.
Finally, after her husband’s death, she supporézgeif and her child by writing.

Biographies and ethnographies are both importamces of information about
artists’ motivation to create their works of arbwver, it is important to remember that

these two genres, by definition, are written byeotbeople, not the artists themselves. In

44



the last section of this chapter, | will examine tble of diaries and autoethnographies
since these types of writing enable the artistegedves to express their views.

Diaries and autobiographiegrtists’ diaries and autobiographies are important
the study of motivation because they represent ahidiropologists would refer to as the
native’s point of view. The artists’ reflectiongghlight the issues important to them,
rather than to researchers or to biographers.dindfiections on poetry, for instance,
Jane Hirshfield (1997) describes what she thinktngacan accomplish in this way:

And because it thinks by music and image, by séoiy passion and voice, poetry

can do what other forms of thinking cannot: appmtate the actual flavor of life,

in which subjective and objective become one, inctviconceptual mind and the

inexpressible presence of things become one. {p. 32
In this passage, Hirshfield explains why she vajstry so much: because of its
extraordinary power to merge “conceptual mind” dnexpressible things” into one.

Julia Cameron (2005), however, describes wayshiciwto live a life full of
inspiring things to write about. Does that meart #h@ does not value her work, and
Hirshfield does not seek any inspiration for heefpg? Most likely that is not the case.
The only conclusion that can be drawn is that dsifé artists have to struggle with
different concerns during the course of their duedifetime. In the study of motivation,
therefore, it is important to listen to what theywh to say and to incorporate their voices
into the study of the “ebbs and flows” of motivatim their lives.

This “ebb and flow” of motivation has inspired othi¢o write about what
motivates them to create art; for instance, wri(@ameron, 1999; Cameron, 2005;

Hirshfield, 1998; Mitgang, 1995), photographersééitander, 2005), and dancers

(Murray 1992; Tharp & Reiter, 2005), among manyeosh Textile artists, however, are
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not a part of this creative crowd. Is it becaussy/tfeel marginalized and not worthy of
being described, or is it because they are toovatetil to work with fabrics to waste their
precious time on writing about their motivation? &éwver the reason is, | hope to

remedy this situation. In the next chapter, | witplain how.
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Chapter 3

Methodology

In his discussion of the basic research that douties to the knowledge in a given
field, Patton (2002) points out that different didioes aim at answering different
fundamental questions. While anthropology’s goabianswer the question of “what is
the nature of culture,” psychology deals with giges of “how do humans behave, think,
feel and know” and “why they behave as they do’2(55). These two questions in the
domain of psychology may come up during my invedian; my overall aim, however,
is to describe the nature of a phenomenon.

Since the goal of my research was to examine theeaf motivation of a textile
artist, the use of ethnographic methodology seeos appropriate. Ethnographies—
texts that report research findings obtained bsgrinéwing, observing, and analyzing
documents written by or about a study participantsfudy participants)—have
traditionally been associated with cultural antlulogy (for the earliest examples of
classic ethnographies, see Malinowski’'s and Meaak). Over time, the use of
ethnographic methodology has spread to other dilsef ranging from sociology (e.qg.,
Whyte, 1993) to education (Peshkin, 1988) and ¢vgrsychology (Rogoff, 2003).

My choice of conducting an ethnographic case shad/been guided by my
strong emphasis on context, i.e., the culture ircwimy study participant lived and
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created her works of art. Just as the above-mesdianthors above focused on a
particular community of people in a specific regmreducational setting, it has been
important for me to describe and analyze the gpettirwhich my study participant
created her works of art.

While initially it was difficult for me to justifymy choice of an ethnographic case
study—instead of a psychological approach thatastroften associated with the study
of motivation—I am now convinced that the variou#tures in which my study
participant created her works of art and to whioh was exposed during her travels, had
a major influence on her life as an artist and belydiad my study participant traveled to
places or lived in settings unfamiliar to her aggant, her art work would be different
from what it is today since it would be influendagother cultures. The cultural context
in which my study participant created her worksudfor which she was exposed to has
been the foundation of her art work and its impazéawill be highlighted throughout my
findings.

| have conducted an ethnographic case study, variables me to examine the
motivation of a single individual. A case studyslete focus on what Merriam (1998)
calls a “... single entity, a unit around which thare boundaries” (p. 27). My “unit” is a
single person, a textile artist whose motivatiocreate works of art is what | want to
describe.

In addition to being able to conduct an in-deptrestigation of motivation, the
strength of a case study is, as Yin (2004) poiants‘ds usefulness when phenomenon

and context are not readily separable, a conditiahoccurs in real-life but cannot easily
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be duplicated in laboratory research” (p. Xll). Ratthan measuring the artist’s level of
motivation, | am able to examine it as part of enptex system: the artist’s life,
consisting of experiences, relationships, feelilagsl art-making.

My case study also contains elements of a narratygry, which will be
discussed in the section on data analysis in degrdatail. What is important to point out
here is that the use of these elements will eralel¢o examine how motivation changes
over time. While the context of how and when mdiaoccurs is important, the
chronology of events that influence it is importastwell since it facilitates the analysis
of motivation’s development in one’s life. The inmfance of chronology is also
emphasized in Gruber’s and Wallace’s (1999) evglaystems approach, which focuses
on one’s creativity during one’s lifetime, and wiito a great degree constitutes the
conceptual framework of my study.

Who Am I? My Bias/Perspectives

Qualitative researchers—with whom | fully identligcause of my belief in the
value of single individuals and the research metkagl which enables me to listen to,
and retell, their stories of struggle, powerlessnetory, etc.—believe that they bring to
their research their own preconceptions or biasggs, (Mason, 2002; Maxwell, 2005;
Reinharz, 1997). The confrontation of biases isanoice gesture toward the readers, nor
is it a chance to write one’s own confessional. tidstead, discussing their biases is the
researcher’s duty, as Reinharz (1997) points autess the researcher and subsequent
reader knows what the researcher’s attributes rreetire people being studied, the

researcher (and the reader) cannot understandhémmenon being studied” (p. 4).
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One of the most important of these “attributestig belief in a variety of
ethnographic truths and in their inherent parygl@lifford, 1986). What this means to
me is that the truths are formed by and constribiethe culture in which I, and my
study participants, live. As Geertz (1973) emphesia human is an “animal suspended
in webs of significance he himself has spun” (p.S}rive, therefore, to untangle myself
from some of these webs by identifying who | anmndlation to my research and what
may predispose me to conduct it in a certain way.

To illustrate how my beliefs are embedded into moyglg of motivation, | refer to
Jennifer Mason’s (2002) idea that the researchtounssthat we, the qualitative
researchers, ask are reflections of our own onicdb@nd epistemological positions. For
instance, in order to answer the question of wh#te nature of motivation, locating the
interaction between the sociocultural contexts exmeriences that contribute to the
development of the artist’s motivation is importavity ontological perspective manifests
itself in what | am looking for: the relationshipstween the artist’s life as a whole and
her artwork.

My epistemological position is also reflected ie tigpe of study that | proposed:
the ethnographic case study of a textile artise fHtt that the case study is ethnographic,
as opposed to psychological, educational, or ahgrphighlights my belief in how we all
are in some way, and my study participant in thg that she creates art, influenced by
culture. The case study of a single individualsii¢o a strong conviction that every

person is valuable and rich in information.
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Moving beyond the research questions, there are ampects of my identity,
which | would like to elaborate on because of thelievance to this study. The struggle
of whether | can label myself a poet, for instans@nportant to acknowledge because of
the way it may influence the design of this studge way in which my own struggle
may influence it is that | myself go through thgesence of becoming a poet, have the
courage to call myself a poet, and constantly iedefhat it actually means. Because of
my struggle, | am sensitive to the issues that taghsparticipant could have encountered
while forming her identity of a textile artist, e.gocial support, personal growth, etc. At
the same time, | am cautious not to project thenthgethat characterize my struggle onto
my study participant.

In this dissertation, the struggle with forming rdgntity as a poet is settled; if
not by my own resolution, then by Wolcott’s (2085pthing argument. Wolcott
highlights similarities between artists and fieldkers. He also makes a distinction
between arts and crafts. Thus a good fieldworkaniartist (as opposed to a craftsman)
because he/she not only knows the methodologyrafweding fieldwork (knows the
craft), but also brings out the unteachable elem#rat make him/her exceed the “guild
average” (p. 32). In that sense, even if at timésubt my identity as a poetess, | can
certainly aspire to be labeled an artist, and fauthe identity of my study participant.

Research Relationship
In general, | find it beneficial to be an artist $eif, because that gives me an

understanding of the issues that are importanttistsl motivation. | can relate to some
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of the experiences which, | believe, help sustagmmotivation to write, such as the
enjoyment of the writing process, feedback froneaghetc.

At the same time, however, | do not wish to impgebeliefs or experiences on
my study participant. As Glesne (2005) points tagking yourself how your proposed
research intersects with your life history and Wleetyou are setting out to prove
something that you already believe to be true hilpest your emotional attachment to
particular outcomes” (p. 23). While we do share s@iements of our artistic aspirations,
our life histories and cultures in which we grewaup very distinct from each other: |
grew up in communist Poland, she grew up in Wedtemope. This distinction implies
differences in the ability to travel, to expressely one’s opinions and art, to read
different books, etc. | believe that this basididigion, not nearly as radical at present as
when the two of us were growing up, forced me toea&n the most basic of questions. |
could make no assumptions about the world that lehBmited access to for some time.

Setting and Participant Selection

The following were my criteria for participant sefien:

1. A working artist who is motivated to createfarta living rather than as a

recreational activity which can be postponed ondbaed at any moment.

2. An artist with a formal training in their fielaf expertise.

3. The training ensured the artist’'s backgroundakadge of her field. It also

enabled me to establish how she chose to usertbigl&dge in her own art.

4. An artist who is not (yet) well-known but whoserk has been recognized by

experts in their field. This criterion ensures tea¢n though | do not have much
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expertise in art history and therefore cannot jutthgequality of the art work, |

can rely on the opinion of others.

5. An artist who is willing to explain their art-ikiag techniques to me, a

person not involved in textile arts.

My participant selection was based on the criteudined above and thus was
purposeful. This happens when a particular pers@haosen because she can “provide
information that can’t be gotten as well from othboices” (Maxwell, 2005, p. 88) or
when the person is information rich (Patton, 2002 purpose of obtaining information
from such a person is to obtain insights and unadedsng of motivation, rather than
attempt to generalize. The textile artist thatyédhahosen has exhibited her work in
several museums in the UK as well as in the Natidbheseum of Modern Art in Kyoto,
Japan. Thus, her achievements have been recodwzsgerts in her field. Such
professional achievements are an important critéioo my purposeful selection since
they ensure the artist’s wide range of experieifegs, from being inspired by art, to
studying art, to creating art, to being recogniagathers in her field of expertise, and
perhaps also failures). | do not want to suggedtsbmebody without such achievements
is less motivated or that their motivation is leaportant. Only that in order to get as
detailed a picture of motivation as possible, itnportant to be able to reflect on a
spectrum of experiences.

The setting was purposeful. In the population afike artists, the individual who
| wanted to study has taught textile art at a usitge level and has expressed interest in

teaching and explaining the process of creatingii¢ert to students with various needs
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in the future. Because of her previous experienaialing with such students and
enjoying working with them, during our interviewsdaobservations, she should have no
trouble explaining how she creates her artwork,twinativates her to create it, what has
influenced her, etc. | found a much larger numbevriters who described their
motivation than any other group of artists. Thiprigbably due to the fact that if they are
visual artists, like my study participant, they exgs their thoughts through other means
(e.g., visual) rather than through writing or imgersation.

In addition to my sampling being purposeful, it veasintensity sampling. Its aim
was to choose an information-rich case that matsifs® phenomenon of interest, i.e.,
motivation to create textile art, in an intensé¢hea than a deviant or extreme manner
(Patton, 2002). The choice of the latter couldafishe phenomenon. In other words, |
was not looking for a genius or somebody who hdddat textile art, but a well-
established and highly motivated expert in thedfiah expert being somebody whose
work has been acknowledged by other experts ifielk e.g., colleagues, museums,
galleries, and academic institutions.

As Patton (2002) points out, intensity samplinguiees prior exploration of the
sampled individuals in order to judge their eligtito become the sample. | have
known the artist whom | have chosen to be my shatticipant prior to the study. | have
attended her exhibitions in the area, and vertfiedcredentials.

Data Collection
Since no single source of information can provitewhole information about

the research project (Patton, 2002), | used sesetates to gather data. They included
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interviews, observations, field notes, the studyipi@ant’s journal, and pictures of her
artwork—anything that might become relevant.

Interviews The interviews with the study participant weredocted to find out
what motivates her to create textile art. The in&ws were unstructured, open-ended,
and exploratory in nature, so that the particiganild elaborate on her answers rather
than affirm or disprove information. The interviewsre recorded and transcribed.

An interview guide illustrates the general topiosl guestions raised within the
topics. | will first list the general themes ane@nhprovide questions.

- Life experiences

- Current circumstances

- Most productive period in your career
- Least productive period in your career
- Influences

- ldentity

Value of one’s work

Life experiences

A. Related to art

- earliest recollection of being attracted to art

- earliest recollection of being attracted to texdrt

- other significant experiences related to viewangnaking textile art
- college and university experience (of studyingite arts)

- the experience of teaching textile arts to artishts
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B. Unrelated to art

- significant or traumatic events

Current circumstances

- describe your typical day in your studio

- describe your preparations (what do you have tbedore going into the studio to
work (e.g., plan the work of art in your head, gt and collect visual
experiences)?

- Work preferences (e.qg., time of day, length of wetk)

Most productive period in your career

- describe the time in your life when you felt yourevenost satisfied with your
work

- Why do you consider this period the most produ&tive

Least productive period in your career

- describe the time in your life when you felt yourevéeast satisfied with your
work

- Why do you consider this period the least prode&iv

Influences

A. Textile art inspirations

- Textile artists whom you respect the most

- Why?

B. Nontextile art inspirations

- any visual images that are particularly imporeant
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- any relationships with people (family, friendadacolleagues) that are important,
e.g., because they change or define the way yowagip art?

- books

Identity

- being a woman artist

- creating art works in a marginalized genre

Value of one’s work

- the favorite piece of art that you have created

- why is it your favorite, i.e., what do you valueoaib it?

Between the study participant and myself, | ref@tceinterviews as
conversations. This was one of the ways in whicletl to make her more comfortable
with the interview process. | did not want herhimk that she could not ask me any
guestions. Discussions related to topics listetiéninterview guide were encouraged
because they provided useful information or a lahttiangulation of data (e.g., in the
course of discussion the participant might confomaisprove something that she had
talked about during the interview).

While our conversations were not interactive in@msg in which both the study
participant and the interviewer share their expe@s and emotions and sometimes co-
write their narrative (Ellis, 2004, Ellis, Kiesing& Tillmann-Healy, 1997), our
conversations evolved: over time there was moreudson and less formality. The

element of interactive interviewing which | appliedconversations with the study
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participant was the reference to my own experiavivenever relevant. This serves as
“...more than tactics to encourage respondents to apeThe feelings, insight, and
stories that researchers bring to the interactim®enter are as important as those of
respondents” (Ellis, Kiesinger, & Tillmann-Healy\997, p. 121). While the authors use
these interactions in order to discuss their inéenprocess as well as understand each
other’s experiences, | was interested less inrttezview process—my study participant
is not a researcher like the three authors, araligiiéng the interview process may be
irrelevant—and more in analyzing our experiences.

To share my experiences | constructed annals,eamegit of narrative inquiry that
| discuss in the section on analysis. | do not leweexperiences of making textile art, in
which my study participant specializes. Howevdrave been writing poetry for the most
part of my life. Even though my poetry writing hast reached as wide an audience as
have Isabella’s exhibited works of art, it has aisvaccupied a big part of my life. | did
not treat our shared experiences in art-makingiléesr poetry) as a way to compare and
contrast our lives. Rather, | was interested inghestion of why certain experiences
happened in a certain way or at a certain time.fabethat we both became interested in
our respective forms of art at approximately thmasage in elementary school, for
instance, is not significant on its own. What nratie why we decided to pursue art for
the rest of our lives. If my motives were differémm my study participant’s, this gave
me an opportunity to probe and to explore the téyither. | would then be able to say to
my study participant, “Ah! I've done it this way.o¥’ve had the same experience but it

led you in a different direction. How interestingan you tell me more about it?”
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The idea of examining our lives by locating shaggderiences and discovering
the context in which they occurred came from Carddjlis’s (2004) work on
unmediated co-constructed narratives. In such tags two people write their version
of shared events separately, and then read eaelisotfarratives, and come up with a
final version that includes both sides of the satoey. Ellis collaborated on a story about
her abortion, with her partner Arthur Bochner (€8i Bochner, 1992). She described her
experience of going through the abortion, while petner described what it meant for
him to go through the same experience, emotiomather than physically. Their shared
part of the narrative is their agonizing decisioaking as to whether to go through this
experience or not, and what the consequences bfitstances would be.

While | did not co-construct a written account witly study participant, since
she was not very much interested in writing, | bared Ellis’ idea of looking at a shared
experience and comparing our stories during o@rvigws, in order to obtain various
perspectives. | also have to mention that our egpees were not shared literally, as in
Ellis’s case, since we did not grow up togethereyltvere shared only in that they were
considered important by both of us and we nameuh thehe same way, e.g., “being

encouraged at school to draw/write poetry at aly ege.
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ObservationIn order to describe the setting and the corgégte study, |
observed the artist in her natural setting. Obgemvas one way of understanding the
context and creating a holistic picture of thesariPatton, 2002). | utilized emic and etic
approaches to observation, which means that | Wigsta fully participate in the setting
at times, and remain a passive observer and outsid¢her times.

When | observed her as she was working on heléexti piece for a couple of
hours a day, | remained an outsider, mainly dueedack of skills in dealing with fabric
on the simplest level. | also remained an outsigeen | went to observe her and her
audience in an exhibition space. Remaining an detsvas helpful because | could hear
viewers’ reactions to her work and | myself hadharee to reflect on it in a new setting,
different from her studio where | had seen somi¢ leéing made. Being an outsider
meant what Weiss (1994) calls being a “respectfident, awaiting instruction” (p. 66).
As such a student, | was open to receive informatidhe way it was presented to me
either by Isabella or by the viewers at her exfohitl was analyzing it in my mind but
was trying not to interrupt its flow, like a studevho does not wish to disturb the lecture
of her professor.

At other times, | was a more engaged student wt@ask questions,
clarifications, and even gave homework, e.g., gppre the books that most influenced
Isabella. | was also an insider at informal gatingsiwhen Isabella was talking about her
artwork and some of her experiences related to wonkith textiles.

| felt like | was both an insider and an outsidérile conducting the interviews.

On the one hand, | did not share her experiencbsiaofy a textile artist. On the other
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hand, as she shared these experiences with nme| ufelerstood her and her experiences
better. Through the sharing process, | becamesagiento a certain extent. What Naples
(in Hertz, 1997) refers to as the fluid nature mioaitsider and an insider was necessary in
order to obtain information at various settingg(ea home, a studio, an art exhibition)
and on a variety of topics, ranging from the créfie skills involved in making textile

art) to the audience’s response to it. As Patt0022 beautifully explains, “to understand
a world you must become part of that world whil¢hat same time remaining separate, a

part of and apart from (p. 259).

Field notes The purpose of writing field notes is to capttire researcher’s
experience of a setting that he/she studies. Untilegview transcripts, which are often
reread by coauthors of a study, field notes aneafeinotes of the researcher. Certainly,
he/she may decide to share them with colleaguesekier, it is not a requirement.
Because of the “privacy” of field notes, they canviritten in ways meaningful only to

the researcher.

How the experience is captured, and what is meaekperience, is an
unresolved question. For some researchers, itlgtneans writing up the facts, e.g.,
what was said, was observed, etc., by the studicipamts. | refer to these type of notes
as “pure” in order to distinguish them from the@att type. The “nonpure” type includes
the researcher’s reflections, questions, and ax{Bmerson, Fretz, & Shaw, 1995). The
latter kind of field notes brings to mind Josephxall’s (2005) description of memos,
in which one has to engage in “serious reflectamglysis, and self-critique” (p. 13). This

is done through reflective writing about anythietated to the study, and may range
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from methodology and design of the study to theassher’s reactions to recently
conducted interviews, settings in which the rede#akes place, etc.

Even though in my research | have always wishedth®iclear distinction
between the pure field notes and memos, realitgkdyublurred this distinction for
several reasons. | have tried to write the puld fietes during my preliminary study
described in Chapter 1. Because it is hard forawead my own handwriting, | was not
able to write while | was conducting the researdh wy study participant. | also noticed
that the writing always distracted me from listendeeply to what my study participant
was saying.

Thus, | abandoned any attempt to write while cotidgadhe research and decided
to write my field notes later the same day, aftgrwork with the study participant was
over. By the time | would sit down to write my nsi¢hey would inevitably include my
thoughts and reflections because | was writing abfmipast, not the present, and | had
the time to rethink what had just happened to ntkray study participant, what | had
learned from her, and what was missing.

| refined the process of writing field notes durieaylier studies for this
dissertation. The process was already define@ast for the first couple of weeks. Later
on, | resorted to what | call field thoughts, or reflections made strictly in my mind,
reflections that never made it physically into doenputer file, but which were
incorporated into my research process. | foundmoyghts to be more flexible than the
written notes. | could change and refine my thosgiver and over in my head, while my

field notes seemed obsolete by the time | rereahth
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Maybe field thoughts were not as appropriate asid¢he notes, but to me,
thoughts are no less precious than the written svdrived daily with my research and
did not have trouble remembering, arguing, andisliimy thoughts. They proved
extremely useful in many instances.

The “pure” field notes were useful in re-creatihg setting, e.g., a hot afternoon,
a small room, a large gallery. They were all impottto re-create the conditions in which
my study participant created and exhibited her work

The “nonpure” notes, by contrast, were useful fleoting on what my study
participant has told me during the interviews. Eheflections did not necessarily make
it to the findings, but they did influence my walyoarrying out the study and writing up
the findings.

In books that focus on the question of how to cahdualitative research (e.g.,
Glesne, 2005; Maxwell, 2005; Patton, 2002 ), agleonphasize the fact that there is no
single best way to conduct it. The proposed tealesgnd methodology need to be
adapted to a particular research project. In mg,gasrhaps because | cannot read my
own handwriting, | learned early on in my primachsol to rely on my thoughts rather
than my notes. While | angered some teachers wheidered it rude not to take notes
during their lectures, | learned to remember mygits and organize them into various
categories from which it was easy to retrieve th€mthis day, | prefer to retrieve my
thoughts rather than to read through them. My repdpeed is much slower than that of

most people: reading itself requires more effod #Hus takes away the time | could have
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spent on thinking. Engaging in thinking is my aasijoin to inscribe legible field notes in
my mind rather than on paper.

My appropriation of field thoughts may seem like tig of an adaptation, which
may diminish my credibility as a researcher. Howgl/erant to point out that others
have chosen to make certain nontraditional adapisits well. In his highly acclaimed
ethnography about life in Nicaragua, Roger Lancq41@94) stated in the introductory
chapter that he quickly abandoned carrying a taperder to record all the interviews
with his study participant. While it is a standa@ractice to record and transcribe
interviews, he quickly learned that carrying a taige recorder made his research
participants uncomfortable. He learned to write ddiae conversations after they had
taken place, in the privacy of his room.

What | value in Lancaster’s approach is the faat tte did not try to hide his
adaptation, but justified its use. | want to ackievedibility by revealing my own
adaptation.

Written material My inspiration for using the diary as a precisosirce of
information about my study participant came frontaida Seymour’s (2002) biography
of Mary Shelley. The author used Shelley’s diargupport or discredit information
obtained from other sources. Seymour’s argumenttiasvhile the diary remained
Shelley’s personal account of events and impressiwer other writings were meant for
publication. What she could say in her diary wassther own reflection of reality; in
other writings, she had to respect the social aftiral norms of the time and had to

withhold or change some information. Her subseqirgraductions to Percy Shelley’s
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(her husband’s) poems were reshaped each tims, ot 0 offend any living
acquaintances or misrepresent the readers’ idddhaage of Percy.

In ethnography, the use of study participants’id&(treated as a broader
category of written documents) has been supporteddny qualitative researchers (e.qg.,
Creswell, 2002; Merriam, 2002, 1998; Neuman, 20B6).me, the most moving use of
diaries in ethnography—and thus the use that &tecte the most—was shown in
Lathers and Smithies’ (1997) study of women whe lnith, struggle with, and die of
AIDS. In a meeting of a support group, women wesieed to wrap up their life stories,
so that the readers would get the most recent ataduheir lives before the book was
published. Lori, one of the group members, poseddhowing question: “How do you
summarize the physical and emotion changes ofdkefpw years into a paragraph or
two?” (p. 204).

While indeed it would be hard and perhaps oversigipy) to summarize these
women’s feelings in a short passage of text, poissible to peer into their lives, briefly
but meaningfully, though their diaries. In her joakrentry of 10.08.1993, Barb wrote a
poem after her husband’s death of AIDS:

Your strength, courage,

Your pain

The clearness of your beautiful blue-

gray eyes

Your hand held in mine—

You hold me so tight

I know that you will

never give up, never let me go. (Lather & Smithi297, p. 156)

These verses from Barb’s journal entry express fovaer dying husband and

carry a lot of pain caused by his death. Barb hidieves that she and her husband
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should never be separated, even after his deatte Wa held her hand when he was still
alive, she is convinced that he will “never give gpver let her go,” even after he dies.

| obtained my study participant’s permission todréfze diary that she was
required to write when she was chosen to partieipag textile art project in Japan. This
has enabled me to verify the validity of her expeces at the time. Her hostess, also a
textile artist, kept a diary about the projectd 8t&e was working on with her guest, my
study participant. In reading their diaries, | oetl that they were sometimes referring to
the same events.

| also feel very privileged to have read the diai'yny study participant because it
gave me a glimpse into her feelings during a verydrtant time of her artistic life. |
incorporated fragments of the diary into Chapten@yhich | discuss her development as
a textile artist. Because the diary is online,droped the wording and phrase while
striving to be as close as possible to the origiealy. This was done to prevent the
disclosure of my study participant’s identity vieetpasting of her diary into a search
engine.

Reading Finally, | read books that had had the biggefttémce on my study
participant’s life and her artwork. During his rat&ook tour, Salmon Rushdie brought
attention to the fact that there are some bookshitnee the power to profoundly
influence the readers’ perspective on the worldfierrest of their lives. In other words,
life before and after reading certain books isthetsame (Rushdie's “Enchantress
Conjures Fanciful Voyage,” Booktour, 2009). Knowivgich books had such an

influence on Isabella was important to me becaustared a better understanding of
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what she valued and whether she incorporated themation she had read and cherished
into her artistic life.

I have not encountered examples of ethnographasatbuld illustrate the
influence of books on the study participants. Hogreguch influence has been
documented in memoirs (e.g., Corrigan, 2007; Hitgi2007; Nafisi, 2003). While |
greatly admire all three women who had the cousagkwillingness to share their stories
with readers, Ayaan Hirsi Ali's memoir became of¢hose few powerful books that
Rushdie talked about. Therefore, | will focus oreAg’s story to illustrate what an
important role books played in Ayaan’s life.

She was a Somali who spent most of her teenags yeKenya. Pressured by her
mother, she had to attend a strict Muslim girl$ical, where she was expected not to
guestion the authority or knowledge of her teachersto leave the school before
graduation in order to get married between the afé$ and 18. Hopeless as this reality
may seem, Hirsi Ali (2007) writes how her world wigided in two: the real world in
which she had to obey strict Muslim rules articetato her by Sister Aziza, one of her
teachers, and the world of books, in which sheadmdulge herself in making choices:

When in Sister Aziza’s world, | was devout, meakg aespectful of the many,

many barriers that restricted me to a very narme. The rest of the time | read

novels and lived in the world of my imaginatiorlefdl with daring. As a reader, |
could put on someone else’s shoes and live thrbigyadventures, borrow his

individuality and make choices that | didn’t hawéhame. (pp. 117-118)

To Hirsi Ali, the books she read, ranging frdime Great Gatsbto the less-

profound romance novels, were a window to anothlwtdithat was closed to her.

Because of the choices she read about in the bsb&djnally decided to pursue her own
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choice of how she wanted to lead her life. Instafagbing through the arranged
marriage, of which she disapproved, she escapedltand and then to the US and
became involved in research and policy regardingliMuwomen who live in the non-
Muslim countries.

Because of the power that certain books may hawhaping one’s life and
identity, | incorporated their use in this studyead the books that had the biggest
influence on Isabella in order to triangulate thi®@imation she provided about her
interests in her teenage and adult years.

For instance, the oldest book that Isabella intcedume to was a collection of
principles that guide design in architecture ancbdative arts. The first principle
proclaims, “The decorative arts arise from, andusdhproperly be attendant upon,
architecture” (p. 5). What is interesting is thetfthat at that point in her life, still in high
school, Isabella did not know that she wanted ta bextile artist. However, from the
time that she was making collages of the Middlet faker twenties until today, her
artwork has been largely influenced by architectlitee book confirmed, therefore,
Isabella’s longstanding interest in architectuoemesthing clearly important in
consequence for her art-making.

Data Analysis

Because of the emergent nature of qualitativearebe | began analyzing the data

during the early data collection stage. As Pat&fD®) suggests, the early analysis would

help in identifying issues that needed clarificatay exploration.
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To analyze data, | used inductive analysis, aalysis that identified themes
based on the data rather than on anticipated théDudtey & Atkinson, 1996; Glesne,
2006). | used emic coding to code the data. Thiama¢hat the codes were “indigenous”
(Patton, 2002, p. 454), i.e., provided by the stpasticipant and understood as
reflections of her worldview, rather than mine.

These are the general principles that | appliezbting. What follows is a
description of the process of coding itself thagdewith the reading of transcripts and
ended with connecting specific parts from the tcapss to theory. Auerbach and
Silverstein (2003) compare the process to a steraahere the goal is to walk from the
lowest step, which is dealing with plain text, he thighest step, which requires a more
abstract understanding of the text. | will deseniby ascent of the “staircase” based on
the authors’ methodology.

First, | read the transcripts several times ireotd get familiar and comfortable
with them (Emerson, Fretz, & Shaw, 1995; Maxwell2). Comfort with the transcripts
gave me the confidence to write on them when Itedatepeating ideas; examples of
such ideas or notes would be “fashion,” “architeefu“collecting,” “creativity,”
“aesthetics,” “curiosity,” etc.

Once | found repeating ideas, | organized themtinémes and chose the most
relevant quotes, i.e., the quotes that best exgiatine theme (Auerbach & Silverstein,
2003). For instance, | created a theme called ®dhin which | included ideas such as
“curiosity,” “creativity,” and “collecting.” | groped these ideas under the common theme

called “context” because what struck me was how #ahoed each other in various,
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seemingly unrelated, contexts. For instance, mgysparticipant talked about how she
loved to experiment with various fabrics and wasaus to see what the outcome of her
experiments would be. She also told me how impoitavas for her to be curious when
traveling and exploring new places.

The next step was to connect the themes with ¢tieal concerns. This step was
not as straightforward as Auerbach & Silverstei®0@ presented it to be. | assume the
discrepancy between my study and the authors’ ebeaageurred because they employed
grounded theory and could anticipate the connestiortertain theories ahead of their
analysis. My research was not based on groundedytbeit was a case study designed to
learn from (Yin, 2004). Whenever | found a connaetio a theory, | felt | was stepping
on shaky ground which needed a lot of probing leefobecame solid. The reason was
that | could potentially connect the themes to midu@pries and it was essential to choose
the one theory that best explained the findingaal a long process that changed over
time and stretched way past the analysis stage.

For instance, | identified the connection betweemd curious in art and while
traveling, and put it under the “context” themaldo placed “collecting” and “creativity”
under the “context” theme, but still could not fiadneaningful explanation of the
connection. | began to think that maybe it wasswoimeaningful after all, since | could
not associate it with the literature | reviewedvars familiar with. It was only after |
began to view traveling, teaching, and caring sthetically beautiful objects—all ideas

taken from my “context” theme—as cultural phenomeather than simply events where
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some psychological characteristics such as cuyiositreativity manifested, that a
connection to the literature began to crystallize.

From the perspective of time, this seems a trshdit, but it is a testimony to how
difficult it is sometimes to convince one’s mindviander off from its established ways
of thinking. It is interesting that | myself argufat the study to be rooted in culture, and
yet did not think of rejecting the “psychologicdlaracteristics” occurring in events in
favor of cultural phenomena.

Once this shift occurred, | immediately connecteglrhotivation to create art to
the broader context of culture in which one livedid not have to look further than
Geertz’s (1973) assumption that we live in the webignificances that we ourselves
spin, and motivation is no exception: it is entaagih the web of cultural phenomena.

The above description is an example of how | cotatethemes with theoretical
concerns. More themes were identified and connegtidthe literature. Once this step
was done, | could focus on the presentation ofimirigs, discussed later in the chapter.

A point at which | consciously departed from Auertband Silverstein’s (2003)
technique was when they suggested coding onlyelegant text, i.e., the text directly
related to the goals of the study. Their suggestias to reject the irrelevant text right
after reading the transcripts and before sortimgtd ideas. Perhaps with grounded theory
it is easier to identify the irrelevant parts sdyem the coding process. In my study, | did
not know what would be irrelevant so early on, sihbad no theory to ground my
findings in. Thus, | rejected the irrelevant codedy after the themes had been formed

and partially connected with theoretical concerns.
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For instance, the lack of praise was a theme thatged unexpectedly, a kind of
“by the way” type of information, given to me awés interviewing my study participant
about her school years. It seemed unrelated t@trgy theme and could be rejected until
we began talking about her college teacher. Myyspadticipant loved to talk about her
teacher extensively because the teacher praised her

Codes that | rejected had to do mostly with my gtpa@krticipants’ friends. | asked
her about their lives at present, which led tenesting discussions but did not yield any
additional information useful to my study.

| have applied this systematic analysis of dater &lhe first interview, and | was
content with it. After my second, longer intervidwgwever, a shadow of doubt was cast
over my codes. While they were helpful in keepiragk of various important themes that
have come up, e.qg., travel, architecture, fashaangsity, etc., they ignored the
chronology of the story that emerged during theriiews. Instead, they were the
information-rich pieces floating aimlessly in mgniscripts. What to do next? Ignoring
this did not seem like a good solution. | was dieejpought:

Analyzing human life

in search of significant words

feels like swimming between coral reefs

that with their stunning beauty

and power of life of their own

attract attention.

However, some reefs may be missed,

Waiting in all their glamour, in the shadow of baggeefs.

When will they be discovered?

If they will be discovered?
Remain undiscovered?
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Questions pile up like clouds
Which gather before the storm.

Yes, | thought, the reefs themselves are not mowiagtudy forward. They are
there, waiting to be discovered, in a state ofrugpeorance of time. The chronology of
events, it occurred to me, was important in mymagteto understand how motivation
occurs over time. My study participant’s travelfipan, for instance, was different from
her travels to the Middle East, not only becausebeious cultural difference between
the two regions of the world but because of theetght lessons (related to arts and life)
she learned during her travels. Had she gone sethkaces in reverse order or at other
times in her life, the lessons learned would prophb different because of her prior
experiences and knowledge.

In my heart | knew that the chronology of events waportant to how humans
experience the world. In my mind, 1 still had dasibt

Analyzing human life

and weaving its essence into stories

is like examining patterns

on old Persian carpets

where all the colorful threads

know their place.

But one thread may get lost on its own path

and establish an insignificant deviation from tlagt¢rn.

Will it be noticed?

If it will be noticed?

Remain unnoticed?

Questions explode in thunders,
Thunders demand answers.

73



| was not only worried that | may miss an impottdmead; | was even more
worried about the more fundamental question: hoanayze the data with the use of
chronology in mind.

| feel their force as they go through my mind; wisathis? Is it a sentence to
stand alone? If so, it needs a period.
| found a partial solution to my problem in Clandiand Connelly’s (2000) work on
narrative inquiry. They suggested using chronieled annals to keep track of events and
the context in which they occurred. In annals, ingrat events and dates in the study
participant’s life are noted; in chronicles, theethd of events in and around a particular
topic of interest is discussed. | asked my parictgo construct annals for me, in order to
get a clear picture of the order of important dated events. My construction of
chronicles is based on the examination of annalded transcripts with themes, and
further interviews.

The question remained: how to look for chronigtethe transcripts? | turned to
Catherine Kohler Riessman (1993) for suggestioresrRan analyzes several approaches
to narrative analysis, but one seemed to partiguliathe purpose of my study, i.e., to
examine how motivation occurs overtime. In her gtofipro-choice and anti-abortion
women, Ginsburg (1989a, 1989b) examined the li¥@gomen to see what turns and
twists in their lives made them an active suppastespponent of one of the views.

My way of analyzing data was not the exact cop@ioisburg’s method, since she
analyzed a sample of women and then made someatjgagons about the sample. The

elements of her analysis which | have used in nayais are her examination of causal
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events and the identification of turning pointsn€istent with the purpose of my study, |
am looking for turning points in my study particps life, whether related to art or not,
to then determine how they stimulate or decreasednotivation to create works of art.
In her study, Ginsburg compared these turning paiith the sociocultural script, i.e.,
how the lives of the women under study differedrfrine script expected by the culture
and society. In my analysis, because | focus onvatxdn and not on a social issue, | do
not compare my study participant’s turning pointdwvany existing norms or scripts.

I’'m reminded | too am a human being,

privileged to swim between the reefs

and seek out the ones drowned in shadows,

entitled to fumble for the threads,

even those that distort the pattern.

So long as compassion and reason surround me.

The sky and my mind
are calm and clear now.

After the analysis process was over (at least fyfar in my thoughts | kept
reanalyzing particular sections even as | was ngitip my findings), | had to choose the
guotes which best described the themes that emeFgedurning points in my study
participant’s life were always in the back of mynahi—if an event was a turning point |
knew | could not possibly leave it out of my styzhrticipant’s story. Selecting the
guotes was difficult because | am very aware of\varg much against taking words out
of context. Thus, even if a quotation appealed eédoecause it was precise, descriptive,
or permitting some new light on a theme, | ensubhad there was enough of a context

around it. As much as possible, | wanted my stuayig@pant to tell her story in her own
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words. | felt wary of interpolating my own versiohthe story. | can interpret or analyze
it differently, but | left most of the storytelling her.
Presentation of Findings

In the last few decades, ethnographic researchéeas presented in a variety of
forms, ranging from ethnographic novels (Fadim&8t Narayan, 2008) to the
incorporation of theatrical elements (Gregor, 1988ldena, 2005), and poetry (Brady,
2002). In the 1990s, visual ethnography, whichesebn visual materials such as photos,
images, etc., as important sources of data (sdge BFd®4, 2006), joined the canon.
Therefore, my presentation of findings is a cordiin of the ethnographic tradition.

It is also important to keep in mind that the areaforms of presenting the
findings do not influence the analysis of data. @lferent forms were chosen after the
data analysis had been completed. They were neseahoy my study participant. Rather,
I made decisions on how best to present her stdry.paragraphs that follow justify my
choices.

The next three chapters present Isabella’s stocyeziting art. It traces her
motivation to do so from when she was 8 yearsolthé¢ present day, when she is in her
30s. While the story focuses on a single individitas not presented as a uniform
narrative. Instead, it is one story in which ther¢ that unfold and contexts that emerge
are woven into a variety of forms, such as ethnodsacollage, vignettes, and poetry.

My insistence on using these different forms ofpreation, despite the fact that
they impose more difficulty in reading, stems frone fact, which we tend to forget

when we tell a story from the past: life’s unpredislity. When Isabella recounted the
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stories, therefore, she knew what happened nexteMer, at the time when the stories
were taking place, she was full of anguish, exgestaexcitement, anticipation, and
many other emotions because she did not know waeabtdtcome of her actions, such as
presenting her final project in college, studyimgl &reating art in Japan, or entering her
M.A. program, would be. By constantly changing ttien of narrative presentation, |
hoped to preserve a bit of the unpredictability pachaps even anguish or excitement of
the unknown.

The importance that | attach to the unpredictabditevents was augmented by
Gruber’s and Wallace’s (1999) discussion of theleug systems approach, which was
originally developed for the study of creativitydawhich | adapted for my study of
motivation. One of the main elements of creativatygd motivation in my study,
according to this approach, is the fact that threynaultidirectional and therefore
unpredictable. If this is the case, should notitgelf, being the context for these two
phenomena, be treated with a bit more room for estiptability in it? This question
weighed heavily on the choices of presentationlthzde for the next four chapters. In
the sections below are the justifications for theices | made.

EthnodramaAn ethnodrama consists, as the name suggests;ahbination of
an ethnography and a drama. The research is pefoaccording to the ethnographic
tradition, and presented in the form of a playeastof research reports. “The goal is to
investigate a particular facet of the human coadifor purposes of adapting those

observations and insights into a performance metd{@adana, 2005, p. 1).
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The advantage of an ethnodrama is that it candmepted to an audience of a
social or cultural milieu that may benefit from septhe drama, e.g., hospital workers,
social workers, school administrators, police @ff&; etc. Thus, the ethnodrama has a
potential of reaching the intended audiences rdttgr only a small number of people
who may otherwise read it in the typical ethnograpbrm.

What appeals to me even more for my particulasysthowever, is that the
ethnodrama strives to preserve the stories anddices of the study participants. It lets
them tell their stories and thus preserve theispective and social context. The role of
the researcher is reduced to putting the storgstier from several interviews and
making sure that they flow.

| am especially drawn to the monologues often uiséke ethnodramas, probably
because my study focuses on one participant. Mgoel® seem the most appropriate
approach in this chapter because Isabella is negai/ents that have happened to her in
the past, and thus | have no way of being physigaksent when they happen to her.
| did not feel comfortable trying to become a padrher reality when she was growing
up. | did not feel it was necessary for me to prdtike | was there. | let her be the
storyteller and prefer to fulfill my role as a kealserver of the past and a good listener
and interpreter of her experiences at present.

Only in the section on teachers and friends ditbixamyself to juxtapose short
verses describing various teachers that Isabelfgiomed. These are little summaries of

why the teachers were important in her life andthinope that they contribute to the
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understanding of Isabella’s development as a peaadrultimately to the understanding
of her motivation to create works of art.

| also felt comfortable with adding stage direcipsomething that every
ethnodrama would possess. | used the stage dimecmaringly and only to emphasize
the significance of a given event or phenomenaomceS| cover the period of roughly10
years and attempt to illustrate changes that I&atent through, | used stage directions
to emphasize symbolic changes rather than dayy&dions.

At times, the events that happened in Isabell&sidiere not connected enough to
present them in a story that she could tell ingtimodrama. When the events in her life
were important, but did not easily integrate in&tay, | represented them in the form of
collage, described in the next section.

Collage While | did not encounter individual experiencepresented in a
collage, | was influenced by other creative and mregful presentations of findings. The
most notable was Anna Lowenhaupt Tsing's (20053emtation of local knowledge. It
was a list of all the animals and plants made Iyyahe her friend, Uma Adang, a native
Indonesian woman from the island of Borneo.

I was struck by the simplicity and profoundnesshid presentation. To some, the
list of local flora and fauna seemed tedious ageitt on for a couple of pages; to me, it
was an eye-opening experience. In these couplaggq | felt the overpowering impact
of the visual representation of local knowledgkelt as though the local knowledge itself
was empowered, as were the two women who wrotawhg by being exposed in such an

exquisite manner.
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While the list may be associated with a monotorregsunting of names, this
one was not only full of animals and plants, bgbadf cultural references. Below is a
sample of the list:

Plants that grow only at the river’'s edge:

45, lalamas: an aroid with taro-like heart-shamadés

46. haris: a wild ginger, with green, fist-sizedviers

47. tigarun: a tree, leaves burnt for pain medicine

48. bayuan: a tall tree with edible fruits. (Tsi2§05, p. 157)
This is a fraction of over 1,000 items that madeheplist. The four list items, however,
are rich in cultural references, the first being thassification itself into plants that grow
only at river's edge, regardless whether they @estor not. The metaphors of the body,
i.e., “heart-shaped leaves” and “fist-size flowensay suggest several things, for
example, the universal perception of certain shapdssizes as similar to certain body
parts, the closeness of animals and plants to hsinedm Without knowing the context, it
is hard to determine which interpretation is carrélowever, the data in the list is rich in
knowledge and interpretation. While my story ofslia did not contain any lists, | was
aware that my data could be presented in a vasietyays, provided their presentation
was justified.

Inspired by the visual representation of datasddicollage to represent my study
participant’s experiences, since | see it as thst@ppropriate metaphor. In a collage,
paper clippings, photographs, and the like, areaivadys meaningful when they are

viewed as separate elements of the collage. Wma¢sdo mind are the collages made by
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the futurists in the beginning of the®6entury, or those of Andy Warhol, in which
words would be made up of letters cut out fromaasinewspapers (thus varying in font
type, size, and color). While it would be hard tecérn the meaning of the collage from
studying the individual letters, the letters magenords. A combination of letters,
therefore, put into words made the collage meaningf

Vignette A vignette is what Jean-Paul Dumont (1992) defiag the “small but
precious scene or portrait” (p. 1). | particuldike his definition of the vignette because
of the word “precious.” To me, in the context dimbdgraphy, it is equivalent to
“meaningful.” Thus, in each case where | includeel tignette, | asked myself whether it
was meaningful to my study of motivation. If it wasvould analyze its meaning either
within the vignette itself or after the presentata several vignettes.

Vignettes, Dumont points out, are fragmentary itureg “like the small vines
from which the word derives” (p. 1). In my choicevignettes, | therefore focused on a
theme, e.g., curiosity in arts and in life as a lwh®he thematic approach enabled me to
sift through the data in order to select the infation relevant to the theme.

While vignettes were useful in presenting the themaétimes | wished to focus
on a single idea, e.g., the importance of examiekygeriences over time. | also wished
to break from the narrative and emphasize certainghts by distinguishing them
visually on paper. In such instances, poetry, dised in the next section, was the most
useful tool.

Poetry | used poetry for several purposes, i.e., totgapicture of Isabella’s

reality, to convey emotions, or to express an ié¢ated to my research methodology or
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research findings. Several authors have influemegdwn poems in this study and thus
merit acknowledgement of their work.

Poetry in ethnography has been popularized by Brady (2002). In the book
entitledTime of Darwin’s Reg2002), he shares his impressions and descriptibns
various places in which he conducted fieldwork aeryears. His poem “Sea Cream,”
for instance, is his tale-like description of tleas

Foggy dreams

airbrushed on green

floating low

across the beam

dissipate in gulps of stream. (p. 2)

In Chapter 4, | used poetry for the same descepgtiwrpose. | wished to describe
Isabella’s mundane and physically demanding prosesmocking. | also brought up
various definitions of smocking to examine howdgdinition has changed over time, due
to the sociocultural changes.

Michelle Kisliuk’s (1996) poem entitled “To Ndangad Back™ has had the
biggest emotional impact on me. It describes thegligabies and grieving mothers in
Africa. It is a result of Kisliuk’s (1996) ethnogray, in fact of her field notes, in which
she was able to capture the rawest emotions. Bislaviragment of this sad and beautiful
poem:

A stream to wash in.

On my way | displace three blue

Birds of paradise.

Through soapy hair.

A monkey eyes me from above.

BaAka children run singing down the path
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To the stream,
Leaving tiny raffia skirts
Perched on bushes.

At midnight | wake to a mother’s

Heart crying mourning songs.

Later, sprawled on her daughter’s grave:

“‘Ame na wan a mawa, mawa na mwana wa moul.
“I die of pitypain, pitypain for child mine.”

Milk still drips.

The moon light a dance for the baby's

Return spirit.

Women move together,

Singing the collective mother’s pain:

‘Mawa na mwe,”

“Pitypain mine.”... (pp. 37-38).

While my own poem in which | wished to convey eron8 was not a part of my
field notes, it was a part of the data. | used gl participant’s own voice to tell her
story. | felt that the story needed to be told fnomw study participant’s perspective, in
order to fully understand the impact the story Ihas on her. The poem is a part of one of
the ethnodramas in Chapter 5.

My expressing my ideas about research throughyweets inspired by Charles
Bernstein (1999). Some of his essays are writteharform of poems and sound like a
fragment quoted from the poem below, entitled “Biné@us Monk and the Performance
of Poetry:”

Nonetheless, I've come to feel

that the idea of the written

document as primary makes for an unwarranted

or anyway unwanted

hierarchy; hearing
work performed is in no way inferior to
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reading it to yourself. Rather, these are two cdmpe

realizations of the work, each

with its own set of advantages &

limitations. Moreover...(p. 19)

Words like “rather,” “moreover,” and “nonetheless’® traditionally associated with
essays. The poem is therefore like a short essalyeb up into verses. Grouping words
into separate lines emphasizes certain ideas. adteHat “Hierarchy” (of reading or
hearing poetry) is on the same line with “hearidghinishes the power of the
“hierarchy:” it becomes equal with “hearing.”

Several of my poems, including those in this clgpise this technique. | use
these poems to emphasize the importance of theoidéat | am discussing. The text is
visually distinct from the regular text. Within tippem, | separate ideas into different
stanzas.

As a conclusion to the various forms of preseatatiescribed above, | would like
to point out that all the presentations of datat as the ways of formulating and
designing qualitative research, are biased oremited by our own beliefs. Even if our
choices of presentation are justified, they s#ithain our choices, rooted in our
knowledge and its understanding, as the poem bslggests:

Creative research nurtures self-expression,

Makes one responsible at heart for each sentence,

For it is a result of the intimate conversation
That it carries with me, its infatuated learn&axan, 2008b, 87)
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Chapter 4
Isabella’s World:

The Analysis of Motivation in the Cultural Enviromemt
Overview of Findings

In the three chapters that follow, | will arguetttiaee major themes influence
motivation: culture, society, and experience. Is tthapter, | will focus on the cultural
influences on motivation which Isabella manifesdascan artist and in her life in general,
as a response to the cultural context she was edgos The three characteristics are:

1. Appreciation and collection of beauty in varidasms. My study participant
admired beautiful objects, such as vases, bowlsyps; she collected them and liked to
use them every day, rather than lock them awaytakelout only for special occasions.
In her art, she collected photographs of placexldeapes, architecture) that she admired
and printed them onto her fabrics. The photograpdre, therefore, displayed for others
to appreciate their beauty, not stored away incberputer, just as the beautiful dishes
were used on everyday basis.

2. Curiosity. My study participant was willing t@ @nd explore unfamiliar places
unfrequented by tourists, in order to seek out tye&@he explored the Middle East and
parts of Japan. Just as she was willing to expgl@ainfamiliar places, she was willing to

explore how her fabrics would react if they weredlysmocked, printed, etc.
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3. Her willingness to experiment with fabrics expdsnother important
characteristic: creativity. She was creative indygproach to teaching and could handle
students with special needs (deaf, learning disklefie.) without any training. In arts, her
creativity played a crucial role in college wher $tad to incorporate textile arts with
other types of arts that she used in her work,(ptotography and ceramics).

In Chapter 5, | shift to the influences of the stgion my study participant. In
high school and college, she found teachers aedds who supported her. The teachers
who praised her when she was successful or chakkher in order to aspire to higher
standards (e.qg., her high school drama teachegtédder self-esteem. Her sense of
belongingness was established by teachers whethtagr to participate in the school
orchestra and the choir. Her friends have alsoigeava sense of belongingness (e.g., her
friends from the school orchestra). Close frietiéte, Anna, Kelly, Lillian, and Andrea,
have always stood by to support her and thus bustelf-esteem.

While social support was crucial in motivating Isl to pursue art, her
experiences, which | describe in Chapter 6, alagga an essential role. The spellbinding
experiences were especially unique because Isasllavhat many of her classmates
had seen (thevater Liliesin Paris and Medieval Manuscripts in Sienna). Tdaes
experiences may have been important to her classnrabther ways, but she was the
only person in her class who pursued art becauteenof. The spellbinding experiences
served as an important source of motivation toterag in that they profoundly changed

her relationship to art. Defining this relationsinps an important step because it helped
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her establish some goals for her artwork (e.gwdk with textile art, to create large
pieces of art, and to use fabric to create texture)

My study participant’s motivation was also shapgather important
experiences, such as selling her artwork, cred@hiagvorst piece of art, etc. They helped
her define her artistic identity and thus assisiedin defining what she wanted to
achieve by creating her art. While initially herajavas to survive as a working artist, her
values shifted to obtaining feedback from her aucke

Introduction
From now on, my study participant is referred ¢dsabella. It is a pseudonym
that she chose for herself. Because my study feous®ne person, | have also changed
all the names of Isabella’s friends, relatives, taathers. In addition, | fictionalized the
geographical locations within the real countrieswdver, | did keep in mind the
characteristics of the places that Isabella desdribhus, if Isabella was growing up on
an island, | made sure that the fictionalized plabere she lived was also an island.

In this chapter, | will situate Isabella in her @nt sociocultural environment and
describe her involvement in art projects. To paipicture of her world at present is
important because it lets me, the person who oresble for painting her world to
others, introduce the readers to Isabella’s liand working, that is, her art-making
conditions, the processes and techniques sheasesk with fabrics, and other aspects
of her life that | found important in the studyg e the support of her family and friends.

All the sections related to her present circumsaraze entitled “Isabella’s life at
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present,” and are followed by a colon and a fewdsdhat summarize the focus of the
section.

Other sections, related to Isabella’s life andlzatje more general names, e.g.,
“curiosity,” since they mainly focus on Isabelldfe in the past. In these sections, my
focus is not on her story, but on the three charatics of the appreciation and collection
of beauty, curiosity, and creativity which havefaoed over time. They have emerged in
her way of living as well as art-making and arestpresented side by side to illustrate
how inseparable the two identities are, i.e., tleniity of an individual living in the
sociocultural context and of an artist. At thedasion of this chapter, | argue that the
characteristics in the two identities have beeluérfced by culture, which in turn
influences motivation.

The inseparability of two or more identities thatserved in Isabella has been
noted by others. In his book titlddthe Accidental Masterpiece: On the Art of Life and
Vice VersaMichael Kimmelman (2006) describes the life aérife@ Bonnard, a French
painter. | find Bonnard’s case to be a wondertuktiration of how his two identities, that
of a person living an everyday life and of a paimere merged. Kimmelman brings up
Bonnard’s shopping list, which consisted of thédwing items: “Shirts, polish, gum,
honey, cheese, soft soap.” “Cloudy,” “Fine,” “Shaowé (p. 22). Shirts and the like are
things that Bonnard needs to buy, while “cloud® lais observations of the weather,
which he would then incorporate into his new paigsi.

I, too, feel that my life is shared between attiéas major identities that

complement one another. While | cannot imagine d&iily committed to a single one,
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i.e., of a poet or an ethnographer, | am comfoetaldien both are within reach, both
ready to enrich each other. | make sense of th&raction in the following poem:

My own world

Is a result of a

Happy collaboration

Between

A poet

And

An ethnographer

While the ethnographer

Is curious about the lives of fellow human beings,

The poet is eager to find beauty in their lives,

And glorify it.

| bring up my identity in this chapter because |@mactive participant in events
that happen to Isabella: the text largely focusethe time in which we interact a lot
inside and outside of the research study conteytchice of vignettes is dictated by
their purpose—to present snapshots of our intenactieaningful to this study. While the
vignettes are not necessarily limited to transcrilmerviews, they are tied to their
meaning. For example, | conducted two or threewwde/s on a given theme and
presented them as one vignette. My voice in theeties serves to recreate a dialogue
between myself and Isabella and to express myctedies relevant to the study. Again,
the analysis of vignettes is presented at the étlieachapter.

I think of the presentation of these vignettes@saglliteral translation of a text
from a foreign language into my native tongue hia literal translation, the text is
translated literally and without any additions, esions, or stylizations (Nabokov, 1992).

This is the opposite of the domesticated transiaiiowhich all the elements mentioned

are allowed in order for a target audience to eclatthe translated text. In my readings
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on the presentation of ethnographic findings, lehaften come across the idea of adding
a few details in order to dramatize the text (geg.,, Ellis, 2004).

To me, this approach seems a bit unsettling bedatisks the readers’ mistrust:
they have no way of knowing what has been addeddaamatizing element and what
has been retained from reality. The trust of myleesis an essential part of my
ethnographic endeavors and thus | have not intexdlaay elements that would add to
the tension or the drama of the study. Ratherjesto be perceived as a literal translator
of reality and to let the readers imagine any dt&aimgy details they may wish to add.

Finally, each vignette, right under its title, cains an explanation of its purpose
and connection to the study. The explanation igiits, so as not to be treated as part of
the vignette itself.

Isabella’s Life at Present: Her House and Her $tudi

In this vignette | focus on an idea of Virginia W@y expressed in her bodk
Room of One’s Owi§1989), in which she stated that in order for worteebe
independent artists, they needed to possess thwaifinancial resources and their own
room in which to create their art. | examine howalslla’s situation corresponds to
Woolf's idea. Finally, | describe how Isabella penes her position of being a woman
textile artist.

While these issues do not influence her motivaticectly, they provide an
important context in which she creates her art. "ot that she pursues her art despite
the hard working conditions is significant to thaedy of her motivation. Also, the fact

that she perceives herself as having equal chatocesmpete with men in the arts is
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important because it lifts a lot of historical bl Feeling equal to men may imply less
of a struggle to be a successful artist, but aled bne will have the same chances and
opportunities to succeed.

Isabella’s house is small and cozy. The fact thiatsmall has never been an
obstacle to hosting wonderful dinners and partesflot of guests. The only time when
the house could do well to magically expand is wslegls working on her textile pieces,
which are massive, several meters high, and tlqusreesome room. Alas, since the
walls do not wish to expand, Isabella has to ckrahclear up a lot of space before she
begins working on a piece.

“We [Isabella and her husband, Philip] have gaitamall space in which to live,”
she says as she serves tea with milk. “And | doarte a big studio. | think that if the
studio were somewhere else, then it would be dffebecause there’d be a complete
separation from work and home. At the moment, hantestudio are inseparable
because my studio is in the house (on the diningartable) and in the tiny shed adjacent
to the house. So | often find it very difficult woork.”

“When I've had bigger spaces, it's a bit easiemamage my work because if I'm
working on different projects, | can create pilleattcorrespond to them. As long as
they’re neat and out of the way, it's easy to womnkseveral things at a time. But with this
studio everything has to be really tidy. And intfadth this new piece I'll probably work
outside, because it's twenty yards of fabric sd’'shelot of fabric and I really have no

room,” she smiles. “So | think I'll be outside with’
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As | listen to her and sip my milky tea, | think\éirginia Woolf's wonderful
bookA Room of One’s Owrnin which she claims that in order for women to be
independent artists, they have to have money d$dfeg do not depend on their spouses,
and their own room where they can work. How doas ttélate to Isabella’s experiences?
She is financially dependent on Philip becauseeofvisa, which grants her the right to
stay with her husband but denies her the righaita enoney. However, this is a
temporary situation, which will end when they reeegreen cards. In the past, i.e.,
before she got married, she did earn enough manyetby teaching textile design and
selling her art. “For me it hasn’t always been aboaney,” Isabella says as if she could
read my mind. “My art really has been about sungvwenough, so having jobs where |
can survive to then be able to be creative. Anebitild not necessarily always be about
selling. I'd rather make really lovely work and &lele to survive than make crappy work
that sells and sells and sells, which is fine. Spew@ple are happy to do that. But that’s
not me.”

As for the room of her own, she has a tiny shedl $brves as her studio. The
space is precious and is mostly occupied by dravaellesk, and a chair. The walls are
decorated with a lot of photos and pieces of fathdt may one day be incorporated into
a large piece of art, most likely a collage or@eaed pattern printed on a smocked piece
of fabric.

While the shed is a great place to store all tietqs and smaller pieces of cloth,
it doesn’t accommodate the large pieces that I&aberks on for her latest show in the

City of Thrills. That is why she mentioned she’@lpably have to work outdoors, in the
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little backyard. These are not ideal conditiontheifinancially or with regard to private
creative space, as Virginia Woolf would wish it.wiver, Isabella manages to create her
art and exhibit it.

“Did you ever find that it was easier or more idiflt to create your identity as an
artist and a woman?” | ask her, thinking of how ftseinto Woolf's description of an
independent woman artist.

“No. I never really thought about that. But nd¢hinhk that it's one of the areas
where men and women are more equal,” she replisseapours us another cup of tea.

“Do you really think so? | read an article whichidsthat it's actually women who
dominate this particular field.”

“Oh, you mean in textiles. | suppose | wasn’t kg just about textiles, but arts
in general. | think it's something where women ameh do get an equal chance cause it's
not just based on being a power player or engagemeifice politics or any of that
stuff. It is about marketing yourself, which | dad quite difficult. But | do think that
women and men have an equal opportunity when iesaim art and being able to express
themselves. Look at the whole British pop scenat’slgot a pretty equilibrium between
men and women. And in my field,” she smiles,” it®stly women. | suppose textile arts
have always been dominated by women. Traditioribly was always something that
women did, didn’t they: embroidery, making clotleschildren, the interior design, the
curtains or whatever.”

| am so very happy to hear her say that womemaerdhave equal opportunities

in the art world. Even if | myself am still not canced that it is entirely true, | am happy
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that she believes in equal opportunities so styoriyle read so much about women
artists who have been discriminated in the past: théficult it was for them to earn the
same position, respect, and judgment as men hatlhére is a young woman telling me
that she feels men and women are equal in art$.ig bavelcome surprise for me. The
fact is that | have not come across case studie®ofen who were professional textile
artists in past centuries, so | based my views omen artists upon the case studies of
women who were painters, sculptors, and writergtilBearts and crafts were probably
activities more acceptable, and even encouragedoimen’s upbringing.

There is a part of me that is alarmed. | wisheddknowledge the hard and
underappreciated work of all the women artistsaod I'm told that there is equality of
the sexes in the art world. What is going to becofmay study? What is the use of a
case study of a woman who no longer has to strugitfethe overwhelming dominance
of men?

“I've got to go,” | say as | get up to leave, myptiyhts cramming into my mind,
ready to burst. “Our first interview is over! Thanko much for sharing your thoughts
with me and with others, and for that tea!”

“You're very welcome. Take care!”

So now that my first interview is over, should bdge the topic of my
dissertation? Oh, how much one utterance can chewgygthing. Had | not asked
Isabella about her thoughts on equality of menvaoihen in arts, the problem would

have been nonexistent, at least in this disserntatio
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On the other hand, not asking the question woatde ethical, since | know |
should have asked her that. Even if | would not askprofessors surely would, and |
would have no answer for them. By not asking thestjon | could, temporarily, dwell in
my own beliefs about women artists and their stieigg

“l also kept asking which | was, the woman or @ntst,” | recalled my former
professor’s words, “with a relentless and lacegabimarism. It was the greatest pain and
grief—the sense that | had to choose, that ondysted the other, and that | was a bad
woman for wanting an artistic career, a bad apgstause | was a woman and couldn’t
work out the terms of any art (Blau Duplessis, 2q06.9,). This was her memory from
the 1960s, and it fortunately did not deter hengle become a feminist scholar and a
poet.

The prejudices toward women who wished to pursueears as writers and
scholars motivated Sandra Gilbert and Susan Gtwargraduate students at the English
literature department in the late 70s, to embark pnoject of revising women’s writing
from past centuries. Their project, crowned wité gublication of their now classic
feminist literary studyMadwoman in the Attjovas originally published in 1979. Since
then, the two writers and scholars have publiskedrfist anthologies and other texts. In
the formation of my feminist identitfjladwomarwas the book that shaped it.

| suddenly became aware of the struggles that wartésts (and many women
who wanted to pursue other careers, e.g., in se)drad to overcome. The patriarchal
culture was not supportive of their artistic endwayv The authors emphasize how openly

women writers were criticized for taking up writiagd how they were not expected to
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engage in it. They cite men who claimed, for ins&grhat writing was too laborious and
stressful for the minds of women. Had the authaded their book there, it would have
been a sad account of the past; but since theyideddow women writers dealt with
social and cultural restrictions imposed on thdmirtbook is a testimony to women'’s
persistence and triumph. Having read the boolken immersed myself in countless
biographies and diaries of women artists from presicenturies, and was happy and
honored to bring them into my dissertation.

And now it turns out that my study participanh a continuation of their
history?! “If there is no struggle caused by gendbould | even remain a feminist?” |
said aloud. | struggled with that key question waiiti the door of my apartment as |
absent-mindedly tried to unlock it with a bunchuafitting keys that dangled from my
keychain. When | was left with only one key to &nyd open the door, a thought occurred
to me that perhaps Isabellmspart of the feminist history after all, but thattinately
she did not have to share the fate of many of retgressors. And, even if she did not
find it hard to compete with men, her motivatiorcteate art still had to be accounted
for, and perhaps it developed because of the stipparlot of women...Thinking of
Isabella as a continuation of the feminist histoirartists, with all the women artists from
previous centuries as catalysts of change, | firgdened the door and went inside. |
laughed at my own agitated state. After all, | wdsminist before | interviewed Isabella,
and | remained one afterwards. Only now | was naoéivated to write Isabella’s story:

a story of somebody who did not have to choose é&stvibeing “a woman” and “an

96



artist,” one who, thanks to the support still unkmnao me after our first interview, was
able to realize her dream of becoming a textilistand a valued one at that.

Over the next dozen or so interviews, | learnedenadnout the development of
her motivation. In this chapter, | will focus orethultural influences that shaped it.

Collecting and Appreciating the Visual Experiences

Collecting and appreciating the visual experiera® leen identified as a
characteristic present in Isabella’s art-making @nlife in general. | first examine how
she collects (i.e., to have a display of objectages versus to be inspired by and to use
the collected objects/images). Isabella’s collectmorder to appreciate and be inspired
by beauty is confirmed in Csikszentmihalyi’s (1986aracterization of creative
individuals, in which he found that they are opeméw ideas (as illustrated by Isabella’s
urge to collect them), and sensitive (as illustidig Isabella’s appreciation of
aesthetically beautiful objects). How collectinglaappreciating beauty relates to
motivation will be discussed in the “Analysis” sect of this chapter.

“Why do people collect?” This question reverberatesiy mind as | pour over
the transcripts from my recent interviews with kslédn The theme of collecting has
emerged very strongly when she has spoken aboushewathered a lot of visual
material that inspired her. This does not surpmgemuch. I, too, collect many ideas
before | put a single word of a new poem or blogjeospaper. However, what is
interesting is the fact that she also enjoys cbligmther aesthetically beautiful objects,
such as plates or vases. “Is this important forsthey or should | take that out and just

focus on the art that she creates?” | wonder.
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Even though | do not see the connection betwedaativlg art and collecting
other visually pleasing objects, | cannot convingsself simply to ignore what she tells
me. Thus, | keep on searching. Over the yearsye faund a multitude of answers to
life’s big—as well as ordinary—questions in bookisegin my search in my bookmine. |
take the first one that | think may be relevant.

“Why do people collect?” Michael Kimmelman (20@&ks his readers. He
argues that collecting can be an art in itself beeat can bring the same type of joy as
creating something:

Why do people collect? The consolation of art comesany forms. For some it

is making, for some it is having. For Dr. Hickswis the hunting and gathering

of illuminating trophies. For many of us it may gily be appreciating what
people like Dr. Hicks have collected—it may be jlastking at constellations of

someone else’s extraordinary things. (p. 94)

While | agree that collecting may be about hunang gathering—Dr. Hicks was a
dentist who gathered the largest collection oftlighlbs—I do not see how this can be
equated with the creative process that artistsgmoma Collecting something for the sake
of possessing and appreciating it is not the sa@®iecting something and actually
using it for other purposes such as art-making.

A different perspective on collecting is preserttgdrwyla Tharp, the famous
dancer. In her book about creativity, she discugszgmportance of collecting materials
before embarking on her next project. She collbotsks, articles, and any accessory that
she might find useful in her later work in her dastudio:

| start every dance with a box. | write the projeatne on the box, and as the

piece progresses | fill it up with every item tiaant into the making of the
dance. This means notebooks, news clippings, Giisptapes of me working
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alone in my studio, videos of the dancers rehegyfiaoks and photographs and
pieces of art that may have inspired me. (20080p.

However, for Tharp this step of collecting is otthg beginning of the creative process.
She doesn't collect all these objects into a battie sake of keeping them. In the same
way, a prolific writer, Julia Cameron (2004), ingits prospective writers to collect ideas,
e.g., by reading a newspaper every morning. Likarfland Cameron, Isabella is always
taking her small camera wherever she goes. She ma&eires of whatever catches her
eye, e.g., a nicely designed building or a seranddcape. They are her inspirations for
the works of art she creates.

Except for collecting photos, Isabella is a cdtbedn other areas. She loves
flower vases with intricate textures, delicatdditea cups with beautifully painted
designs, and other dishes that are well-designéc¢arefully painted. However, as she
tells me as we're sitting in my living room...

“I was just very influenced by the Japanese waytaowl craft is revered as art,
which is not so in the West. Crafts are very fuml items and you'd never be
considered an artist if you make pots, whereagpad it's not like that. And | love the
fact that in Japan, they use their nice items edagy”

“Why do you like it?” | ask, even though my lifs a whole is based on that
philosophy. However, | remind myself that it isbs#la who is the subject of the study.

“Because if you have something why don’t you waniise it?” She answers
quickly.

“I totally agree.” Now | nod with relief while sheontinues her thought, which

could have been taken from my own mind as well.
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“| feel that what's the point of having fabuloumckery and it just stays in the
cupboard and comes out at Christmas. There is mb ipathat. In Japan, where | stayed
with a host family, every day we had these amabmgls, all made by my hostess’s
friends, or most of them were probably swaps fowark: beautiful things. And also, it
makes every meal really special because you'vaguoiething lovely to eat on. | think
we almost make our meal times a bit mundane wghhaving our regular plates and
bowls and all that kind of thing.”

In her booKThe Volcano LoverSusan Sontag (1992) elaborates on the
idea of collecting: “For him [the hero of the bodkE volcano was a stimulus for
contemplation. Noisy as Vesuvius could be, it gftesomething like he experienced with
his collection. “So,” | ask quietly, for my thougtdre still hovering over the islands of
silence, “Would it disturb you if | came and lookatchow you are preparing for the
exhibition? It won’t bother you that I'd be lookig

“No, no. | need to have something to do. We céavéien you come. You can
keep me company. | usually watch telly or listenh® radio, listen to Radio Four on
BBC while working.”

“Alright then, I'll feel more comfortable, moreki a welcomed talk radio rather
than an intruder when | come to look at what younesxt time,” | say, and lead her to the
door.

As | sit down to transcribe our interview lateatlafternoon, | am reminded of
Mihaly Csikszentmihalyi. “Why should his name rdwerate in my mind?” | ask my

thoughts, and take his book on the study of craggtitom my bookshelf.
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“Ah! Chapter 3, ‘The Creative Personality!”” myadihights and the book remind
me. Csikszentmihalyi (1996) describes 10 personadliits that creative individuals in
his study have displayed, regardless of whetherwere engaged in their creative
activity or not during the research. A list of Itacacteristics is available in Appendix B.
One of the traits seems especially relevant todagit~+tumber 10: “Openness and
sensitivity of creative individuals” (p. 73). Thiseans that creative individuals
experience a lot of pain or pleasure. Thus, whitethers Isabella to see a badly made
piece of work, it also brings her a great deallepure to look at aesthetically beautiful
objects.

“Ah,” | said partly to myself and partly to Csikszenihalyi, “so having the
beautiful pottery, jewelry, and the like is nottjaswhim, it's a part of what makes her a
creative individual.”

Isabella’s Life at Present: The Work Begins

This short vignette is an illustrational analysisthe artwork Isabella was
creating while this study was conducted. It alssadies Isabella’s preparation for and
the beginning of her work on the piece she wodkef lexhibit in a gallery. Finally,
again, it highlights the unfavorable working comaiits in which she pursues her art.

“So, how have you been? What have you been upl @k as | enter Isabella’s
house.

“I did my procrastination thing where | cleaneé thhole house, cleaned my

studio, got everything tidy before | started workion my piece,” she replies, pointing to
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the big (no, humongous!) piece of cloth on themymoom table, and adding, as if to
justify her cleaning: “Cleaning sort of clears minah too. | feel I'm ready to work.”

“Can you explain to me what you’re doing now?skaShe has a long piece of
fabric on the dining table and she puts some papé¢op of it. She’s drawing a lot of tiny
dots on the paper.

“I'll be smocking,” she replies. “So about two yea@ago now | made stencils of
dots with graph paper. | got this paper that’sdia@d then depending on which side |
smock, | cut out holes all over this piece of pageethen I'll line that up on my fabric
and I'll mark with dots. With a little tailor’s clilal use, so that | can just rub away, and
then | will smock the piece.”

“You're not gonna finish marking the dots and sking today, are you?”

“No, no, there’s no way | could do that.” There &0 yards of fabric that | have
to go through. And it’s so hot today!”

It is really hot today. Working in the studio ist®f the question because there is
simply no room for such a big piece of fabric. Wadkoutdoors in the backyard is out of
the question as well, because of the heat. Themabe where it is bearable is inside the
house on the dining table. The room where the ditable is, is air-conditioned. Still, the
air conditioner is small and gives only a bit diekfrom the heat. | watch her as she
works quickly with the thin paper on the fabriggping only to wipe off the sweat from

her forehead.
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Figure 2 The Piece of Fabric. The rolled 20 yards of fakinat Isabella will
work with.

Figure 3 The Dotted Fabric. Isabella has to

unroll the entire fabric and mark the dots every
inch or so. She will then use the dots as guides fo
inserting strings in the right places.

Figure 4 The Inspiration Piece. This is the completed @idat has been an inspiration
for the current one being made during the ethndgcegiudy.
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Curiosity

Curiosity is the second characteristic that matsféself in Isabella’s art and life
in general. She is curious in the way she trauwatsexplores new places, and in how she
tests new techniques to work with her fabrics.d e characteristic being reflected in
Csikszentmihalyi’s (1996) description of creatimdividuals. What | call “curiosity,” the
desire to explore new places and ideas, he refexs tplayfulness.” How this
characteristic relates to the study of motivatiot e described in “Analysis,” the final
section of this chapter.

“What makes traveling so appealing to you?” | asdbklla one day when we chat
over the tape recorder and a cup of tea. | myse# to travel, and so am sitting quietly,
hopefully not showing too much excitement aboutittea of traveling, in order not to
influence her answer.

“Traveling is an experience as a whole, isn’'tlit® not just about one aspect of
it: the fact that you can’t speak Japanese, faait®. It's all about the daily struggle,
and how you get from A to B, and back to A, anchthwéat you see on the way. 'Cause
you should always try and not stay on the norm#i,@nd try going down some street
because it's not on the map, obviously not in demgeareas but, somewhere like Japan,
you just go down some random alley and the litdeng of front doors and gardens just
open up in front of you!”

“It is a certain personality trait, though, or adiof lifestyle that not all people
subscribe to, don’t you think? Some people woutdaranot choose to go down these

alleys.”
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“Yes, it's probably a part of it, being curiousrBe people just probably have the
entire trip planned in their minds. Perhaps thegvkithe experience that they’re going to
have before actually experiencing it. Whereas wheawvel, | usually try and rid my
mind of any expectations. Because then you're @senell to having new experiences.
If you're not open-minded, | think that you’re ggito miss out on a lot of things. You're
not prepared to just say, “Okay, I'll try that furlooking bit of food.” And sometimes
it’s a little intimidating and you don’t want to dobut eating raw fish, for instance, the
Japanese have been doing it for centuries, so wie€re in Rome, do as the Romans do
and have a sense of just wanting to go arounddiresc.

“And how are the ideas for the exhibition comingng?” | ask because that must
be on Isabella’s mind these days.

“Yes, | slightly changed my mind. | just had algbt last night, you know, the
fact that | can dye the cable ties, which are ny&omd so | thought well, | can presumably
dye the paint onto the sail cloth. Because it's alglon. And I'm thinking that the same
dye that I'm using for the cable ties will work tre cloth!” she says cheerfully. “So |
just need to test that tomorrow and see what happ@ause I'd like to get something
that's darker at the bottom and gets lighter towdhe top. To be a little bit more
atmospheric. I'll test it tonight and then | caarsthe smocking tomorrow.”

“And do you know how that will turn out, the smang, | mean?”

“Today I'll test it. And usually | have a visiorf what | want to achieve. Initially,
when | started doing the smocking, | had no visibratsoever. Well, | had a vision but

the vision was not the reality! The vision and tgahatched with practice, and testing
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pieces. At college, we were always told that we tioalthve sketchbooks and all that kind
of thing and | don't really do that. I like to celit images that inspire me, so it might be
my own photographs or other people’s work or | migge a piece of just a postcard that
| really like the image of. I'll put it up in mystlio and then I'll be thinking... So for
example, this long hanging that I'm going to denéw roughly how it was going to
work but I've tested doing different methods withWith dyeing, I'll test in little pieces
and then I'll just go for it.”

“Go for it?”

“I'll just go for it and hope that it works,” Isalla says cheerfully.

“It sounds like there is a lot of work ahead otiydll the best!” | say as | take my
leave.

On the way home | think of Isabella’s being a cusitraveler and a curious
textile artist who loves to test her ideas, whoas afraid of failure and would rather go
down the “little alleys” than stick to the estabksl patterns and beaten paths. I think
again about Csikszentmihalyi. Trait number 3: “Rli&tyess and discipline” (p. 61) are
just the words that | have been looking for to swarmee this interview. What
Csikszentmihalyi refers to as “playfulness” is mayfun, testing different ideas, just like
Isabella does. But then she also knows that aftting comes the hard work of putting
her tested ideas into practice, or onto 20 yardalwic.

Isabella’s Life at Present: Smocking
This next vignette illustrates Isabella’s progressthe piece that she worked on

during this study. Since smocking is an esserg@lrtique that Isabella uses in the
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creation of her textile pieces, the vignette exgavhat the process entails, and
elaborates on how it is defined. It also highligtits challenges that Isabella has to face
while working, such as the enormous physical effmdlved in smocking fabrics, and
the amount of repetitive work it demands. Despiése struggles, Isabella is not
discouraged from smocking of large pieces of fabric

Several weeks have passed. Isabella has to fimspiece for her exhibition
opening in the City of Thrills. She only has abtwb weeks left now. She has to smock
the entire piece. To smock? She’s been using thid avéot. Before visiting her today, |
looked up the word in the OED. The dictionary défére following definitions for
“smocking”:

The action of gathering and working a garment after fashion of a smock-
frock;

the ornamental pattern so formed.

This is the most current definition of smocking

Found in the OED.

It highlights the effort, the “gathering and worgin

As well as the effect of this hard and repetitiverkv an “ornamental pattern.”
The effort and effect were not always noticed hasdefinition from over a
century ago maintains:

1888 Bow Bells 9 Mar., This was shaped by meattsedhoneycombing’ or
‘smocking.’

Smocking was “honeycombing,”

And women worked without complaint or praise,

Invisible

like the bees who combed the flowers.

Others only saw the honey;

Others only saw the honeycombed fabric.

In later definitions, smocking no longer produclked tornamental” effect,
Nor did it require any effort.

It was simply, as the

1890 Daily News 27 Nov. 2/4 informs us, still ldygesed for the yokes
And, according td934 A. M. MIALL Compl. Needlecraft 92, Smocking is
special favorite for children's clothes.

In the 1960s, practical considerations were empbdsi
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1961 A. LILEY Craft of Embroidery IV. 174 Smockyegerally takes up three
times as much fabric as the final width required.

1964 McCall's Sewing xiii. 242/1 The same smocgiitghes can be used in both
types of smocking.

Thus, from an activity that required a lot of effor

And that produced delightful effects,

It became a matter of merely practical considenatio

Where did the effort disappear?

Where did the beauty vanish?

Where are the women who smocked, silently, for ages

Or, what has caught our eyes’ attention?

Who or what has shifted the focus?

Why don’t we want to look

At what we had seen before?

I don’t know the answers: they’re still buried immen’s work, in fabrics they
had smocked, in memoirs they never had the timerite.

Touched by the untold stories of these women, idfpcus my eyes on Isabella’s
half-smocked fabric,

as if it held a secret that | would be privilegedihcover,

as if underneath the honeycombs, I'd find the kethe lives now lost.

| gaze intently, but no secrets unfold.

What should | do? What should | write?

Instead of secrets, | see a large empty pieceboicfa

And a blank page.

| gaze and | create

my own definition of smocking,

2007 Field notes. Smocking involves a lot of hard,

Physical work

Since Isabella is using cable ties to smock thedab

Which is very heavy and not nearly as delicatelkseven cotton.

| know that

Beauty comes at a cost.

“My arms hurt,” Isabella tells me as | enter heuse. “I feel as if | was an old
lady with rheumatic pain!”

“I wish | could help you somehow,” | say; | broudter lunch though—I feel that
pots and pans are dearer to my heart than threadsesedles. “And it's gonna take you a

long time to smock, right?” | say as | look ovee theters and meters of fabric.
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“The smocking... It does take quite some time. Buteyou get into it, it's one
of those things, it's a bit like people who do laneking. Once you get into a flow with
how the fabric is working for you and the smockipgy get your little method and it's
actually surprising how it comes along once youiggt your rhythm.”

“Is this similar to meditation, stress relief, ahe like?”

“Well... it's sort of... It's funny because a lot ofymwvork, and my work in the
past, has always been time-consuming. The thiregd thave to make sometimes, when
I've done collage, for instance, or made my bobk#uld just paint and paint all these
pieces of fabric to make pages for my books. Andai$ ridiculous when | look back
now!” She laughs. “It was just ridiculous. It woutake me days to make a calico stack of
painted calico fabric to create pages for my bodk&l some of my books were a meter
by 70, and so I'm doing double that because ther@dvbe a book where the page would
fold. And so it's those things that took a longéite make. And then my patchwork
takes time, and all my techniques that I've usetthépast where I've created texture
within fabric or on top of fabric. All that takesrte. And the smocking is a bit like that.
It's the thing that is the final part of my worktwithese pieces that I've been doing
recently. And it does take the most time. Butg®d. And the amount of physical effort
that goes into smocking depends on what fabricwaonking with, so this nylon is going
to be hard to work with: sometimes if | have to giguite hard on my body, on my
shoulders. Cause you’re punching the fabric. Asd aty fingers. They hurt after a

while.”
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“So why do you still bother?” | ask and feel sotinat she has to endure so much
pain in order to create beauty. It does not seém fa

“Because | love what | get at the end. | meamhoa wait!” She smiles. “I'm so
excited now. | can’t wait to see what twenty yaofisail cloth will be in a—"

“Do you enjoy the process of smocking itself?K ascitedly. | know | am not
supposed to get in the way when my study parti¢iganot finished with expressing her
thought. And yet it bothers me, the cruelty of bgau

“I do enjoy the process of smocking and | almogby the tediousness of the
repetitive nature of repeating something that tresates something else. So basically, in
terms of my method and how I'm repeating this psscaong, whatever, 60 inches of
fabric by 20 feet of fabric, and then as it alitstdo come together, that's what'’s really
enjoyable! As you go along you can see, ‘Oh, ieigfening, it's gonna work!™

“What does it teach you, the repetitive processnobcking?” | ask, fascinated
with what she does.

“Patience,” she says after a pause. “Yeah, justmpee and tenacity. Just to keep
going, the repetitive things. Not so much with sinealler work. That's completely
different because that you can quickly see wheaggigoing to go. But the larger ones,
it's madness actually, sometimes it's madness.”

The days have blended for me now. It took a coapiasits and teas before the

piece was finished.
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Creativity

In this vignette, | focus on the third of Isabedl@haracteristics that surfaced in
her art and life: creativity. Her creativity mangs itself in her teaching ability and in
accommodating students with special needs withaot raining in teaching, as well as
in her own learning process of textile arts. Fagéth the lack of a curriculum that
would focus on textile arts, she learned otherfamns, more established in the art
programs, and transferred their influence on hdsrfes. How creativity is related to
motivation will be discussed in the “Analysis” sect of this chapter.

“Can you tell me about your teaching experience&SH, intrigued. | recently
found out that Isabella was teaching undergradasiteell as MA students.

“My friend Lillian and | were teaching textile dga through Photoshop and other
software applications. | really enjoyed doing iigdd really miss it. We were encouraging
students to be contextual about their work...”

“How fabulous!” | exclaim in my thoughts, not wislg to disrupt the flow of her
story. The educators have been talking about ctudéxzed learning since John Dewey
and here she is, without any knowledge of educatitihreories, talking about the
importance of context. | want to tell her how worfdkethat she used the most cherished
knowledge of educational theories, but insteai$téh to her story and keep my thoughts
succinct, so they will not wander off while shespeaking.

“I had to take the master’s group because of mgdisituation at the time. In
general, the students did a lot of practical warkvell as the computer side of things.

We used to do cool projects. One of my favoritesosd’d get everyone to bring their
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favorite song and then we’d have to play it anddveake an album of the class’s
favorite songs. The students had to design an attmw@r. It was to help them with the
drawing tools. So while they were listening to neusiey would have to come up with
various lines or images that came out of their Begxages that they felt during the song.
Then they would manipulate their imagery. So sawight be a photograph or a piece of
texture and then they'd have to combine their drewving with their texture that they'd
scanned. So it was basically all about how theyld/aarn to use the computer but not
in a boring way.”

“How | wish I was in your class!” | exclaim, alodhis time. The project sounds
really interesting and relevant to what the stuslevere interested in. “Context matters,”
| hear one of my great professors say, his voigayrhead. The phrase imprinted itself in
my mind probably because | feel a tremendous rédpethe professor who said it, and
also because it was my first class in the doctam@aram, my new turn in life’s journey.
Hearing about an example of a contextualized ptdofet has been designed by a person
outside of the educational field has added morghtdo the thought.

“And some of my students...”

| hear Isabella recall her students and | chastigéghoughts for wandering off.

“...were a bit challenged.”

“Challenged? In what way?”

“Well...quite bad dyslexia or one of my master’'s &nt$ was deaf. That was
horrendous. She was Indian, and English wasn’fitetlanguage. She was brilliant at

the computer 'cause it was a very visual tool, giou
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“What did you do with the dyslexic students?”

“l used to write instruction manuals for everydes. Let's say | was teaching the
students how to use all the drawing tools. | wardche up with the sheets that were
basically step-by-step instructions literally, fréomning the computer on to finding the
tool that you want, to changing the brush size. Whkauld do for the dyslexic students
would be in symbols instead of words.”

“And did you come up with that idea on your own?”

“Oh, it was Lillian and me and we just sort ofalissed it how we were gonna
accommodate the students. It was very difficuljitee some students something different
from other people, but it worked. And in fact tlka¢hing materials that I'd made for the
dyslexic students were actually useful for the dpdfas well. She could read, but
because English wasn't her first language, it wexry useful for her to read the symbols.”

“Having been a teacher of textile arts, you obslgunust have majored in it
throughout your education?” | ask, to verify Isddéslschooling.

“No | actually studied art history in generalukj happened to choose textiles for
my main discipline within the art history major. deven then, there was no structure to
follow, no core required courses specifically fardying textiles. In reality, you had to
find influences from other art forms, and then teeaur own work.”

“See? Never assume anything,” | say to my thoydhé&n | ask aloud. “Were
your classmates similar to you in that respecteam was there the whole class of textile

artists who were influenced by other fields andhtbet into textile art?”
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“Most of them chose the more traditional art forffilsere were about six of us,
who worked with textiles in one way or another. Btlters worked on entirely different
projects from mine.”

“Ah, so you are paving the way! You've learnedtiles largely on your own!”

“l suppose so.”

“And are there many artists like you, who work wigixtiles?” | ask this so that
I'll get a better picture of her narrow field ofespalization, to which | was completely
oblivious before meeting her.

“Actually, here they classify it as fiber arts atid quite big here. Not where we
are but in other parts of America. It is quite igNew York, for instance. People are
practicing fiber art all over America and have b&armnsome time; there are few people in
the City of Thrills though.”

“So they do similar things to what you do?” | agkshing to hear a negative
answer.

“Not really, but they're still using textiles invariety of ways. There is this one
woman | really like called Lea Cook. She weavesehuagages of herself and her
childhood, and makes these huge digital wall haggyihey’re absolutely fabulous!”

“Yet, they do other things with their textiles. Yate creative,” | think to myself
as | take my leave. “In teaching others, learnarg] applying what you have learned to

your own vision of art.

114



Isabella’s Life at Present: Outside Her House aad $tudio

In this final vignette I illustrate the supportiv&cial environment in which
Isabella lives and creates her art. While the sbiciluences on motivation are not the
main focus of this chapter, they have always beeimaortant part of Isabella’s life,
including her “life at present.” Thus, they are inded only to give the readers a
broader picture of the circumstances in which Iskbereates her art. They will be
elaborated on in the next chapter.

“If you don’t mind me asking,” | say as Isabelladdrtake a walk, “what made
you come here, to this place, so far from Englaf@dPn what you've been telling me, it
sounds like you and Lillian were teaching togetred you started a company that
specialized in textile design. Was there somebedible who was pursuing you and you
desperately wanted to leave?”

“No, no, nothing nearly as dramatic. But | metlhilnitially it was hard and
unexpected and then he got the job to come herehwias quite devastating but in
some ways it wasn't because | had my Japan progagsing up, things to look forward
to, and | suppose | just thought, ‘Well if we sweyi we survive.” And | was sad, and
there were some times in Japan when | wasn't loinedyphysical sense because | was
with people all the time, but | was lonely for cemsation. That's when I'd miss him and
think, ‘Oh, is it gonna work out,” and of coursenlin Japan and he’s in America and
why worry about these things. But you do.” She pawmnd then continues her story.

“Philip has been amazing in terms of his encourage for me with my work and

being somebody who’s supportive in a very positigy and a reinforcing way. He
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really has and | value that so much. A bit like Age who is a sort of the Lillian of
California for me, she gives me a lot of supponval! She and | perceive things in the
same way. We are totally in tune when it comesgousgsing colors, sizes of the fabrics,
and how something is gonna work and look good. Wlesta really good synergy like
that.”

“And you feel at ease to critique her work?”

“Oh yeah, completely. | regularly go to her studiad she will show me the new
work that she’s doing and I'll critique it like skea student of mine. At the same time,
she’s been fabulous to just have round and ircstitfidence in me. We have mutual
respect for each other.”

Analysis

At the core of this analysis is my argument thativabion to create art is
intertwined with the cultural context in which tadist lives and pursues art. Just as
Geertz (1973) reminds us that we live in the webigifificances that we ourselves spin,
S0 is motivation entangled in the web of cultutaépomena. To illustrate this
connection, | will examine Isabella’s life in geakrthat is, important life events not
explicitly linked to art and the art-making proceg#hile | originally treated these two
topics separately, and interviewed her about theseparate interview sessions, it soon
became clear to me that there were certain chaistats of her life that were reflected in
her art-making. When | identified them, | kept akmyself, “Could Isabella create her
artwork without being curious, creative, and an mdnof beauty?” | suppose that the

answer would be “no.” However, the answer is ongpaculation. Instead of taking that
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risky route, let’'s examine the data and find thenaztion between her art and life that |
mentioned earlier.

Isabella’s appreciation of visual experience mast#étself in collecting and using
aesthetically pleasing everyday objects, suchoagefl vases, bowls, cups, etc. At the
same time, she always carries a camera to takegtut she may manipulate on her
computer and use in her art. In her studio, shesuods herself with visual imagery that
might inspire her. The collected images, which epetither on her studio walls or in her
computer, are used in her art works. One of thecketbpieces for the exhibition
mentioned in this chapter has a printed photo télelsabella during one of her trips to
the City of Thrills. It is manipulated and repeatsda pattern across the entire fabric.
Numerous other works mentioned in other chaptegs, isabella’s collages of the
Middle East or of Japan, will be created in the samay—with the use of collected
imagery.

The same can be said about other aspects offaanll art-making. She proved
that she was creative in her teaching methodoldggmwshe came up with engaging
projects for her students and was able to accomtaatiadents with various disabilities
without any prior exposure to special educatiore 8lso proved to be creative in her
pursuit of textile arts. In college, she did ndtdw the traditional paths of her
classmates, such as painting or drawing, and idstiease her own way of expression in
which she combined visual experience (e.g., of @johnd textures (e.g., of fabrics).

The connection between life and art is also matefkin her curiosity. In life, she

loves to travel and explore new places with tinfaomiliar streets, those unfrequented by
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tourists. In arts, she is not afraid to experimeitih fabrics, to test if they can be dyed or
smocked and if they can be made to look the wayams. Sometimes her experiments
fail, in that they do not produce the expectedItesbkiowever, through them she learns
the properties of fabrics and is able to use themnovative ways. For instance, during
her trip to Japan, she became fascinated with nkisstining, a thin paper string which,
after a series of experiments, she was able th ttiber fabrics, thus creating for herself
a completely new type of artwork.

Thus far, | have focused on the connection betvisasella’s life and art in the
cultural context (e.g., her exploration of Japarsseets and collecting imagery from
Japan and the City of Thrills). How does life amdralate to Isabella’s motivation? Is it
absent from her long and arduous art-making pr@cessv does it manifest itself, and at
what moments?

In ethnographies discussed in Chapter 2—the sttidyBalinese painter,
Vietnamese painters, or Indian actors—motivatios wat explicit, although it could be
seen in the actions of artists, e.g., in their ¢ggdo pursue their arts despite political
repercussions or social stigma. The same can tebaut Isabella’s motivation: it does
not stand out as a separate phenomenon. Rateaantbedded in how she thinks and
what she does, over time and in various contextas;Tinstead of trying to artificially
separate motivation from Isabella’s art-making pss; | will show how it manifests
itself in her actions and thoughts.

When | refer to actions | think of specific taskat Isabella does in order to

accomplish her artwork. They are observable eventd) as Isabella’s physical work
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with the fabric, taking the pictures necessarytii@rartwork, manipulating imagery on
the computer, and testing the dyes on her fabrics.

In the early stages of behavioral psychology,aswelieved that motivation
occurred when there was a visible reaction to tineuus. | bring this up because
Isabella’s actions are also visible, or “overtths behaviorists would call them.
However, | would like to distance myself and thisdy from any comparison to the
behaviorist movement. Isabella’s actions are mopte reactions to stimuli; they are a
result of other actions and thought processes.

When Isabella worked hard on smocking the falboicinstance, she had to
perform many other tasks that led her to this fored. She had to collect the photos, and
test her fabric to see how it would look with thenped photo and with the smocking.
Moreover, she was engaged in a thought procesd, Bie collected images and decided
which one she wanted to work with for her pieceefBhe imagined how she wanted the
image to look on the fabric. She also thought alddther to incorporate the smocking,
etc. These were her steps in making the piececthdtl not have been documented by
observing her work, but only by interviewing heoabhow she creates her it, her art.

It is important to keep in mind that while | haltastrated Isabella’s thoughts and
the actions that constitute her motivation to parsar art, | also want to link them back
to the broader picture of Isabella’s art-makinge 8lould not have been able to perform
these actions and have these particular thouglepses if she had not developed a
certain sense of aesthetics, which manifested itsédabella’s collecting of photos, her

being curious enough to experiment with her fabaegl her creativity in coming up with
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interesting designs. | do not wish to suggestttiede three characteristics are necessary
for every artist, but simply that Isabella’s aridahus her motivation to pursue it, would
be different without their presence in Isabellés.|

Moreover, the three characteristics of Isabebatanaking process are
themselves embedded in the cultural context in wtgabella lives and creates her
artwork. Collecting photos in Japan is differeminfr collecting photos of her native
island. While in the first case she collected ingagkkimonos, labels, people, streets,
etc., in the latter case she mostly photographedsizapes rather than people or streets.
Thus, her choice of imagery is defined by the cante

Thus far, | have showed how the cultural conterts @t-making are intertwined.
As important as this link is, | would not wish &duce Isabella’s life and her art-making
to the events and phenomena described in thisehapbse being curiosity, collecting,
and creativity. Isabella is an outgoing person Vadwes to interact with people. Her
social interactions will be the focus of my nexapter, as well as another important

phenomenon that influences the development of ratbi.
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Chapter 5

Childhood and Adolescence: The Society’s Influence
Introduction

In this chapter, | focus on the social interactitreg greatly influenced Isabella’s
motivation when she was growing up. | discuss #ropd when Isabella was 8-18 years
old. While in this chapter she is too young to fdrer own identity of a textile artist, she
does interact with others, e.g., parents, newdsegood and bad teachers. These
interactions, the inspiring and supportive onewel as the negative ones, provide
Isabella with experiences in which she learns tmvespond to her social environment.
In the analysis section at the end of the chapteit| argue that in the process of learning
how to interact with the social environment, sheedi@ped her motivation.

To highlight Isabella’s social environment and iméeraction with it, | present
two ethnodramas. They focus on two themes, whiokrged in data analysis, and which
still mark Isabella’s voice with emotion when sleeaunts the past: anger at her
classmates for not accepting her because of héramaly clothes, triumph in wearing
unique clothing when she was supposed to wear éssiattire, disappointment with
some of her teachers, and the joy of being apfdeztiay teachers and friends. | hope to
preserve at least to some degree all these emptimngesults of her social interactions,

in the two ethnodramas that follow. In an attenopdd so, | present the entire
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ethnodramas in Isabella’s own voice. The final gsialsection of this chapter shifts
completely to my own voice.

Fashion
Isabella is onstage. She sits comfortably on tterand begins her story:
“I had a fabulous childhood in Germany where | diieom when | was 2 to 9 years old.
It was filled with creative things. My younger sisind | made board games, drew, etc.
But there was never any expectation of us excedlimyg in these creative activities; we
were doing other things. We were doing ballet, agiding, hiking. Some of it was quite
adult stuff, you know, like museums. We were draggeund those, actually.

“I remember the first time | really did any art sigte of home was for a
competition at school, regarding litter. It wasteet campaign for school children, to
make them aware of picking up litter and how imanttt is to pick it up off the street. |
did this picture of a wizard who magically mademgtleng clean for everybody, and |
got highly commended. | didn’t win Still that, | gose, encouraged me a bit more. |
think | was only about 8 or 9 when that happened.

“Still, 1 did not think much of using my creativiip my everyday life until my
family and | moved back to the Isle of Clouds whieneas born. So we returned to the
island in 1983, and up until then | had no interestnything that had to do with fashion
or lifestyle things at all. | was never exposedhtat. It just wasn’t something that a) my
parents thought was important, or b) in the snaatin Germany where we lived,
people didn’t really care about those sorts ofdhirSo | arrived in the Isle of Clouds, age

9, in my hideous shoes and clothes from Germany. fmw, they were very practical.
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They were good quality! Very sensible! And honedthyas teased so badly at school.
The kids were mean. And it's one of my first merasrof being interested in clothing
and being creative with how | would match clothgast wanted to fit in.”

Flashcards with insults are scattered all aroundtslla’s chair.

“Because of my classmates and their insults, | inecanore creative and started
making clothes. My mom taught me. She was doirgg aflsewing and would sew our
clothes. She’d help me make clothes, to be faireto

“It's so funny to think of making my clothes badien! | wanted to fit in but the
clothes | made didn’t really make me fit in eithercause they weren’t the brand name,
so they weren't the right thing. They didn’t hahe tag, the sign that everybody would
recognize. And my mom was just so adamant thatrfieaning buying brand-name
clothing, wasn’t ever gonna happen to us. Thaiweeegonna be individual. And that if
you wanted something you either had to save ufi tormake it ourselves. | suppose it
stimulates creativity in some ways but at the tyoe’re thinking, ‘I just want a pair of
Levi jeans!’ Just to fit in and feel like you're gtaely normal.

“Even though | wasn’t wearing the right clothefelt better about the whole
situation. And in the end, | survived.

“From the time | was 12 until | started doing myaess, | was involved in drama
and music, and | became a costume mistress farcti@l. Every single play that the
school put on, | would have to help with the desigrof all the costumes, finding items
of clothing, and looking after it all. At schoolgwvere so lucky! Under our assembly

hall, we had this huge basement, and it had, hiyn&sbusands of costumes that my
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drama teacher had collected over the years. lingasdible! The exposure to the
costumes made me more aware of and interestedtilese By then, fashion was more
disposable and prevalent in my life than it hadbieany earlier years when I'd been
made fun of.

“When | was a teenager, | met my friend Anna. Steklavould be very happy to
make and wear ridiculous clothes at school, antbloeoff. We were always being told
off for our clothing. By the time we were 17, 18 were supposed to wear business
attire to school. And really, if you're paintingdprinting, you’re not gonna be wearing a
skirt and a jacket. It’s totally ridiculous. So weed to wear arty clothing. And the
teacher that used to pull us into her office wadg, ‘| know, girls, you're just being
creative and it's very hard for you to wear busiggits, but it has to be done.” We won
in the end. 'Cause we’d be good for about threes @al then we’'d just relapse again
into our arty ways. It gave me more confidencedatavith Anna. It's always better to
have a co-conspirer.”

Teachers
Isabella sits on a chair as she tells her story:

“In primary and then high school, both of which weublic, | was exposed to a
variety of arts: drama, music, drawing, paintingnting, and working with clay. While |
enjoyed patrticipating in arts, | also enjoyed iat#ing with teachers. Some of them
conjure precious memories, vivid in my mind lonteafyraduating from high school and
moving thousands of miles away in a foreign courltwyould like to share the memories

I have of those teachers who despite the passagaeofind the physical distance remain
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so alive in my mind. In various ways, they helpeg Imecome who | am today. But | will
let the author of this study analyze their conttitms later in the chapter. | just want to
tell their and my story.”

“A pivotal thing for me after moving to the Isle 6louds was joining the local
youth orchestra. | played the flute, and every @ty morning, from 9 until 12:30, we
would play music. That’'s where | met a lot of pephom I'm still friends with. And
that, throughout my life on the Isle of Clouds, ve@ishe utmost importance in building
my confidence and being with other very creativepbe. They dressed in weird ways
and that was considered cool, normal, and funker&kwvere a lot of people who were
very talented, musically, artistically, in all fosnof artistic expression. | really
appreciated being in that kind of creative andumimg environment. It played quite an
important role in my life.”

“I joined the orchestra because there was this amgay, Jim Gardner. He was
a wonderful music teacher. If you had trouble vaitparticular note, with fingering, on
whichever instrument you played—cause he wouldlidogtruments in primary
school—he would just write you a little tune thauycould take home and play during
the week to practice, and become more comfortatitewhat you had to play. It was he
who said | should play in the orchestra. Not evedgbgot in, you wouldn’t have to
audition but somebody would have to recommend $auwlly, the teacher died when |
was about 15.”

“This is a poem that the author of this study wneteen she heard about Jim and

his wisdom:
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He was a wise gardener

Who saw the energy and beauty

In the tiny buds

And he let them bloom

In his garden of music.
Isabella continues’in high school, | had a wonderful drama teaclheramazing
woman. She’s still teaching. She sends me a Chasstrard every year and if | have an
exhibition on the Isle of Clouds she always corésen | was her student, her
expectations were very high. But you know, sheipiat you so you wanted to give back
to her. It was a lot of pressure. Sometimes I'dab@ng her name in vain, if she wasn't
pleased with something I'd done. However, | reaitgat she had high expectations of
me because she knew | could do better. So in tteiewas pleasing to please her, and
be pleased with yourself for what you had been abccomplish.”

“In the words of the author of this study,

Like Penelope who believed in her husband’s return

She would the strengths of her students affirm.
Isabella continues'Finally, | have to acknowledge my high schoolsimuteacher. There
were many choirs that you could be in: mixed cHoik group, teachers’ choir, etc.
Some of us, students, were invited to sing withtéaehers’ choir once a week. It was a
wonderful feeling to be included in this choir. Tingitation meant that your effort and
abilities were recognized. As my interviewer, tlhar of this study, put it: Music notes
do not distinguish age, so the teacher gave tltkests equal chance.

Isabella continues:Some of the teachers, however, were mean. Tlaasiut in my

mind because they never seemed to care to beconebedy like the gardener or
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Penelope. They would just shout at you, and thag\er praise you for anything. |
sometimes wish | was praised a bit more when lavashool.”

Isabella gets up from her chair and faces the anckeas she begins to speak:

I come from a background where praises don't readlyur.

That middle class, ‘don’t praise them too muchytimeght get big headed,’

It's a British attitude,

The culture of self-deprecation,

The culture of teachers who tell you that you'ngpsd.

For some people it works, but for some people @sti.

It is important to be aware of that when you ara teaching scenario.

And | also think that it's in different levels obsiety as well:

if you're from an upper-class background you’ve muawore confidence
because you're probably sent away to school whigi@ui don’'t have confidence

you don’t survive.

Some of my teachers, like the ones | mentionedesawere fantastic;
but some others were just so mean and would calkyapid.

If people call you stupid for long enough, you emdbelieving it.

| used to repeat it to my parents,

and my mom would just go, ‘of course you are not.’

I'd say, ‘Yes, | sort of know that.’

However, | did not need the teachers to keep tehire that, because it was not helpful.
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It's not about ego stroking.

It's just about when you do get something rightnebody saying,

‘Hey, good on yal’

The voices of the teachers and my mom still rewvatkan my mind. Can you hear them
too?” She imitates the teacher’s and then her mom’s voice

Teacher: You're stupid, Isabella, you really arapstl!

Mom: Of course you’re not.

Isabella sits down, looking exhausted but relievkthe pain she kept inside for so many
years. She settles herself comfortably in the ciadl continues her story.

“Still, the lack of praise was compensated by ttmazng teachers described
earlier. | tended to choose art classes with supgaieachers and avoid, as much as |
could, the classes that were conducted by the teaahers. As a result, | thrived in all
the arts that | weresic] offered. | loved the art classes so much thagued with the
school administration to let me take additionalcatrses. The school allowed students to
focus on two arts. | said: ‘If | can’t do thred| o somewhere else!’ Finally, they let me
drop a science course and take all the art cldsgasted: drama, music, and visual arts.
All the way through my school career, | was winnargprizes.”

Analysis

In the previous chapter, | argued that the studyaftivation is dependent on the
culture in which the study participant lives andrkgo In this chapter, | will argue that in
addition to culture, it is the society that inflees motivation. In the triangle of creativity

discussed in detail in Chapter 2, Gardner (1998)mms three important relationships
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that he examines in his study of creative individu&hey include the relationship
between a creative individual as a child and agengdsetween the creative individual
and their work, and finally between the individaald the people who influence him/her,
e.g., family, friends, judges, enemies, etc.

While the first two relationships are importantsithe third one that | would like
to focus on in this chapter. The first one, reldtethe artist as a child and a master,
forms and changes over time, and can be fully wstded at a later stage of this
dissertation. The relationship between the indigldund their work will also be more
valuable later on, when substantial changes occlsabella’s perception of the value of
her artwork. The relationships between her fanfilgnds, and teachers, however, have
existed well before Isabella’s intention to pursueas a lifelong passion and means of
support. In interviews, they surfaced as havingagomnfluence on Isabella’s
motivation. They had the power to either stimulatsuppress it.

For example, at the time when she was praiseddiowbrk in the art competition
in Germany, she enjoyed drawing, but she also edjaping things with her family. At
that stage | think that, more than the pure enjoytroéthe work, it was the fact that she
was “highly commended” for it that pushed her tongdare drawings. As she pointed out
in the interview, she had always been drawing duiedvgas always engaged in other
family activities. However, the school competitisiands out in her memory as the time
when she was encouraged to draw.

In his justification of examining the relationshiptween the creative individual

and the people in his/her world, Gardner pointstiat “their role is crucial throughout
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the creative individual's development” (1993, p. 8¢ does not define their role further,
e.g., specifically how they contribute to the indival’s development of creativity,
perhaps because the roles varied greatly betweesetlen creative individuals he
studied, and their social and cultural backgroutitfsred as well.

In my study, because | focus on one person, lexidmine the role of other
individuals in her life more closely. As has bebka tase in the previous chapter, | do not
wish to define the roles that could be generalipeather individuals. It is important to
keep in mind that each society functions in its mutiure, its own web of meanings and
behaviors. My goal is therefore to point out theque roles that Isabella’s social
environment played (and continues to play), in otdellustrate the possible outcomes of
the society’s influences on the study of motivation

| read the ethnodrama about fashion as a stotyeofi¢velopment of Isabella’s
self-esteem. When she arrived from Germany to agvenlsle of Clouds, she wanted to
fit in. This was so important to her that she mhdeown clothes. Even though she did
her best to copy the designs from fashion catalogsclothes did not look exactly like
those worn by her classmates. When she enteredsbingiol, her clothes were
appreciated by her peers, many of whom were ceeatdividuals themselves. The
acceptance of her clothes by her peers was therfilsstone in the development of her
self-esteem. The second milestone was when Isdirtime responsible for choosing
costumes for the school theater. Finally, she wheeclothes that she herself made with
pride and confidence, and even the headmaster ootilcbnvince her to wear the

required business attire.
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The story illustrates how Isabella’s self-esteentureal over time. It is an
inspiring story of overcoming obstacles, such ast@m’s insistence on wearing
“sensible” clothing and the cruel treatment sheireed from her elementary school
peers. However, the development of self-esteendawat have been possible with the
help and support of other people at various times.

Even though Isabella’s mom did not want her daugiotevear trendy clothing,
she did help her by sewing a trendy outfit. Withbet mom’s support, Isabella would
have many more difficulties in making her own clothas a child. Later on, in
secondary school, her new peers accepted her aadhé burden of fitting in
disappeared. Isabella’s interest in fashion wage@otoy her drama teacher, who
entrusted her with the task of managing costumeslli, her friend Anna was there to
counteract the headmaster’s orders.

The second ethnodrama that focuses on Isabelkchees also tells a story of
building self-esteem. While Isabella had some teextvho, consciously or not,
destroyed it by calling her “stupid,” there werb@tteachers who strengthened her belief
in her abilities. They did so by affirming Isab&lanusic abilities (by inviting her to
participate in the school orchestra and the faahtyir) and her skills in drama (by
challenging her so she’d aspire to reach a higlaedard in her performances). If this
story is about self-esteem, just like the first,omBy include it here, why repeat the same
theme?

My intention was to show how diverse the sociduiafces that help develop one

personal strength, such as self-esteem, can bde dthicators may play an essential role
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in building their students’ self-esteem (as showthe second ethnodrama), it can also be
greatly influenced by peers, family, and friends gaown in the first ethnodrama). |
believe that the diverse sources of nurturing oseltesteem are potentially beneficial to
students, because they offer alternatives. If teaction’t nurture self-esteem, there are
peers, friends, and family who can do so, and vasa. It is crucial to include all these
social influences in the study of motivation in @rdo understand it better. Examining
only how it is formed in the educational settingMes out a whole spectrum of other
influences from the social environment. Conversekamining it solely from the
noneducational perspective leaves out the influgtitat teachers have on self-esteem,
and ultimately the motivation of their students.

While self-esteem is an important element to exarnmrthe study of motivation,
this is not the only phenomenon that develops thamknteraction with the society.
Another important one, which in the two ethnodramesedes the development of self-
esteem, is the idea of belongingness. In the etlanua about fashion, Isabella wanted to
have trendy clothes in order to “fit in,” to belotagher group of peers, to be accepted by
them. In the ethnodrama about teachers, she sougtite ones who accepted her and
under whose guidance she thrived, instead of batigidated and discouraged by the
teachers who called her stupid. Once she was axtegther peers in the first
ethnodrama and by the teachers in the second ensglf-esteem greatly improved.

Both belongingness and self-esteem are reminisgevaslow’s (1968, 1970)
humanistic theory of motivation, viewed as a Hiehgrof Needs, in which specific needs

have to be fulfilled before one can self-actualiz=, succeed in one’s endeavor of
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choice. In the hierarchy, after the basic needseofg nourished and feeling secure, one
needs to achieve belongingness and self-esteern.dBtitese needs, as the ethnodramas
portray, have been fulfilled. This does not meat they will not matter anymore in
Isabella’s motivation to pursue art as her lifel@ognmitment. In the next chapter, | will
illustrate how her self-esteem continued to beurad by her tutor in college and by her
peers, and how she struggled with her identityhefkind of artist she wanted to be, i.e.,
what category of artists she wanted to belong &.d4rly experiences, however, are
important because they shaped her self-esteemedoddingness long before she
decided to commit herself to art. Without theseiaanteractions, her career choice

could have been different. For instance, she mayhaee had enough confidence to

pursue art as a career or even to exhibit in piplaces.
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Chapter 6

Art-Making
Introduction

In the previous two chapters, | illustrated theeperability of motivation from the
social and cultural context in which it occursthis chapter | will focus on experiences
and their role in shaping one’s motivation to ceeatt. Specifically, | will illustrate how
experiences define Isabella’s artwork and her ideas an artist. Both types of
experiences are important in the study of motivatimecause they influenced Isabella’s
way of thinking about art as well as the actuakpss of art-making.

In the first section, “Spellbinding Experienceswill describe how a number of
experiences, happening over time, influenced thereaf Isabella’s artwork. In other
words, | will show how they contributed to whatdoks like at present. In a vignette, |
will let Isabella talk about her years in colleg@lder trip to Japan. The first-person
accounts tend to bring the readers closest tophaker's mind, and so | chose not to
distort this important part of Isabella’s story lwity voice. | put her account in italics to
distinguish it from mine. This is the only sectioithe chapter in which Isabella
“speaks.” When she is done, | will analyze her eigmees in relation to her artwork.

In the second section, “Collage,” | will trace tthevelopment of Isabella’s

identity as shaped by her experiences. Becausexpiexiences described in this section
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are more scattered in time and lack the connectltatdsabella made in her story of
spellbinding experiences, | decided to introduce amalyze these experiences first, and
then represent them visually.

In the final section, “The Interdependence of Q@fiBociety, and Experiences,”
| will analyze the stories from both sections andreect them with the findings of the
previous two chapters. While | present various pinggna related to motivation in
different chapters, it is important to keep in mthdt they do not occur separately in real
life. I will illustrate how self-esteem and belongness play a role in Isabella’s
motivation, and how culture influences it. My reado discuss these phenomena
separately has been to highlight them, to shiérditbn to their study only temporarily.

Spellbinding Experiences

The textile books have been one of my favoriteepietart that I've ever made. |
made a huge book for my final show at college &edotocess of making it was so
arduous! it took me forever! But it was worthwhilenade the fabric look like porcelain.
| cherish this piece because of the impressionithmataide on the wall, and the fact that it
was a bigger piece of work. That was my first ¢fdmaking much larger work when |
was at college. | would like to share the storjhoiv the idea of making textile books
came about. It did not come like a bolt of lighthirom the sky; rather, it was born
through a combination of amazing experiences ttneatd had before embarking on the
project. | will also share some of my experiencesifmy Japan trip because they have

changed my art forever. In that respect they weedl... spellbinding. But I will first talk
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about the textile books because | made them wayebeknew | would have the
opportunity to travel and make art in Japan.

When my first academic year ended, in summer Jasgroates and | went for a
trip to Paris. I've never seen so much art in ofecp! That was amazing! We went to the
Louvre and that's where I've seen Monet’s paintjrigpgWater Lilied | just loved it! It
was fantastic, it was incredible! Just the facttttiee water lilies were so big and that you
felt you were encompassed by the paintings. Aadnitredible that he was going blind at
the time when he painted that and it was more abouatbeing able to see what he was
painting rather than the effect he probably dideven think it was going to have on
people—the scale of it. And that made me want tmach larger work. | didn’t really
know how | was going to do that at the time, 'calus@s still at college, but seeing the
Water Lilieshas changed the way | perceive art forever. Aldeen | came back from
that trip, | realized | didn’t want to do paintingy drawing or printing; that | wanted to
do the textile art.

| also have to mention Emma Fabulous, my tutogesimpartly chose to do
textiles because of Monet, and partly because ofFdailous. She was fantastic. She
never raised her voice or shouted. | needed pdidéher, who’'d encourage me and
congratulate me if I've got something right. Inthespect, she was very different from
other, male teachers who taught other art form& BAs just like my friend Kelly, whom
I met about the same time in college. They botpaued me and I'm very grateful to

them, and of course, keep in touch with both.
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With their support and encouragement, | finishadther year of college. During
the following summer, my classmates and | madehanatip, this time to Sienna. | had
been interested in book bindings, and went to Sieénrsee a chapel. Inside the chapel,
there was a room solely dedicated to medieval naiis. | thought they were
overwhelming: the quality of the paper, the quatityhe color, of ink, and the enormity
of them! | loved the fact that they were so bigldiuld take such effort to lift each page.
It was after | took that trip that | started creagi my collection of books. | suppose the
ceramic aspect came from wanting to create surfexeire and the different textures
within the book-making process.

When | came back, | combined ceramics as wekbxgd art, in order to play
with textures. | would make my ceramics look lékeikes, the opposite of my final
project in which | made textiles look like porcelabo you as a viewer would only know
that they were ceramic once you felt them. I'd n@&th books and then I'd dip them
into a porcelain slip. Then they had to dry for abtwo weeks, and then I'd fire them
and you wouldn’t be able to turn the pages. Thespagould be molded together because
of the porcelain, because of the firing procesghiprocess, all the cloth—'cause
porcelain is fired at such a high heat—all the bldisappears, and you're left with just
the porcelain. But because it's a slip, which igteja thin, watery mixture, it lies on
every single surface. So you get all the surfaxtite of the cloth into the final piece.
And then | did other books that were painted capages. (Calico is a very basic cloth
from India that is a pure cotton, undyed.) Andjlidt paint with gesso, that’s a thick

primer that you put on canvases before you starttpey. And I'd just paint hundreds
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and hundreds and hundreds of white pieces of calicboth sides. It was mad! They
were fun to make, though.

While | was experimenting with making all kind$obks in all the different
materials, Emma had introduced me to Anselm Kiéfets one of my all-time favorites.
He makes lead books. They are these amazing stescttiome of them are huge and
filled with his photographs of places he’s travel@dd then there are a couple of
installations he made of a huge bookshelf. Oneitd Istack piles of the huge lead books,
that are very heavy.

It was after | saw Anselm Kiefer’'s books that mglfproject took shape in my
mind. | knew | wanted to make books just like lde aind | wanted to make them large,
just like he and Monet did. | also wanted to mddeat with textiles because | could
create texture for their pages, the aspect of mgkwidluenced by seeing the distorted
and slightly bent pages of the manuscripts in Sienn

| then had a bit of a rough time, going through finst job, my first exhibition,
etc. But | think my interviewer will tell you maabout this period of my life in the next
section. For now, suffice it to say that after thagh period ended, | went [and] got my
M.A. in textile design and then moved to Califortmide with my husband. Before | got
married, however, | went to Japan for three amazimanths.

| think | have to say that my triptych that | madter living and working in Japan
remains one of my favorite pieces, in addition® textile book and the piece | made for

a hospital that will be discussed in the next sectiThe triptych has been such a pivotal
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piece of work in my life in terms of the makingf.0dVith these pieces, my work changed
completely. It gave me the confidence to do waevarited to make.

The triptych consisted of three smocked panelswti@e thing was three meters
by 1 meter so being made up by three 1-meter squaemeasses. They consisted of
printed images. One was called “Kimono,” one wa#leth“Shrines and Temples,” and
one was just called “Street. So the kimono was nugodef all parts of the kimono, the
middle one was made up of different things whiahgam find in shrines and temples in
Japan, and the final one was made up of just diffeimages that | collected from my
time there. Things | saw on the street, so it wagltang from shoes to people. The entire
piece was smocked, something | had never donedbéfkmew the technique, but | never
used it in my work. | made the connection betwegtentile art and smocking because
of Japanese architecture. Trivial as it soundss thihow it happened.

| have always loved architecture. | remember admiit since the time | was a
teenager, when | went on a family holiday to thedi& East, and saw the glass buildings
among the minarets, and the open markets, whesed to buy fabrics for my art. In
Japan, | spent lots of time on admiring architeeturlove buildings, big buildings, of all
shapes and sizes. To indulge my love for architectuwent to Tokyo to see the Prada
building. | stared at that building for a long tim€he architecture looked smocked! It's a
huge piece of smocking made in steel or concrete!

Smocking has ended up being quite a useful thinguse you can end up having
very large work. When it all folds down, it's vesypall. 'Cause the pleats fold up and so

it means that you can create these massive pietdas b small environment. And just
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the whole trip really for me in terms of textilg as an art form and what | could achieve
with that was an eye-opening experience. That isveanted to say. | shall now let my
interviewer analyze my experiences. I'd rather gmalmy fabrics.

As a researcher, I'd rather focus on the fabritsabella’s experiences. In this
section, | will describe how her experiences shdpgdartwork. It can be argued that
most experiences influence art of any form to sdegree. Whether the goal of an artist
is to depict, distort, or change the reality, he/stay still borrow references from the real
world. Miranda Seymour speculates, for examplée, Mery Shelley (2002) created
Victor Frankenstein’s monster, the hero of her npagtular novelFrankensteinto
reflect on the world she saw around her and to rsakese of it. When Shelley was
growing up and went to the seaside towns duringnsers, she often saw dark-skinned
slaves wandering in the towns. She could not utaledsvhy there was not much
empathy for their fate (they were often mistreatedhccepted by local communities, and
unable to articulate their needs in English).

While the experience of seeing the slaves was itapbto Shelley, it would be
hard to prove that it was life-changing. Based eynsour’s biography, one may
conclude that Shelley wrotgankensteirand then moved on to other books, historical
and romance. The experiences that | want to foous® more memorable and have
long-lasting effects on the person who experieriBecause of their persisting presence
and influence on one’s life, | refer to them aslippeding experiences. Just as fairytale
characters do extraordinary deeds, e.g., walkdddp of the glass mountains, win fights

with dragons, etc., because of a spell that watsorathem, these experiences cast a spell
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on the person. The individual under the spell gfegiences is affected by them for a long
period of time, and with important consequences.

Isabella had a few spellbinding experiences thatptetely changed the way she
wished to create her artwork. Three of them hapgevieen she was in college and one
in Japan a couple of years after she left schdw.first one was probably the most
important since it helped her define the type tivark she wanted to do. Even though
the whole trip to Paris was a memorable eventag the moment of seeing tWéater
Lilies that changed Isabella’s artwork forever. It wasrashe saw this exquisite, large
painting that she made up her mind as to the kiradtshe wanted to do: “And that
[painting] made me want to do much larger workidiné really know how | was going
to do that at the time, 'cause | was still at apiiebut seeing thé/ater Lilieshas changed
the way | perceive art forever.”

The next trip, this time to Sienna, made it possfbl Isabella to define further
how she wanted to use the fabrics: to create textusuppose the ceramic aspect came
from wanting to create surface texture and thesckfiit textures within the book-making
process.”

Knowing which art form to pursue (textile art irakeella’s case), that it should be
of large dimensions, and that it should be usextdate surface textures is important;
however, it is still very abstract. It is when Emhes introduced her to Anselm Kiefer’s
work that Isabella sees how he had combined thesmmcteristics (those from her
spellbinding experiences), and that is when her imwas for her final project became

clearer. Kiefer, Isabella’s “all-time favorite,” rkas lead books. They are big, just like
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the books she saw in Sienna and\Weer Liliesshe saw in Paris; they are made of lead,
which can be molded into various textures to sineulhe way paper pages look (e.qg.,
slightly bent corners or slightly wrinkled pages).

Interestingly, not all of the spellbinding expeiges that Isabella had were linked
to textile art. There were paintings (in the casklonet’'s Water Lilieg, books made of
paper (in Sienna), and books made of lead (in ge)leShe herself had to make the
connection between her experiences and her textile

Her artwork for the final project did not containyatext describing her artistic
development over her past couple of years spestliage. However, the experiences
that merged in her work wrote themselves into ner-ker porcelain books were large,
where porcelain, like the lead, could be molded irdarious surface textures. In fact,
Isabella used calico, the Indian cotton, to crédase textures, and thus discovered the
power and enormous potential for using the fabrics.

She rediscovered their potential when she wasad\ib work on her art in Japan
and had another spellbinding experience. She waskdby the beauty of the Prada
building, a magnificent structure with thousandsrtalions) of tiny diamond-shaped
glass pieces that made up the walls. Visually,cemmected the diamond-shaped glass to
a smocked piece of fabric, and her artwork has la#tered ever since. The smocked
pieces with photographs collected during the wigdpan were just the beginning of her
new, more personal relationship to art. While siilimiring and going over her
experiences of seeing Anselm Kiefer, the Siennaus@aipts, and the water lilies, she

prints her own photographs (recording her expedsig traveling as far as Japan and as
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close as the City of Thrills) on the fabric. Aslfe were putting a seal with her signature,
she then smocks the printed fabric and so recréagespellbinding experience from
Japan in her own way.

Isabella’s printing and smocking of the fabric #re marks of her own artistic
identity. This unique combination of characteristig distinctly hers. | do not want to
suggest that she is the only textile artist whbzet this set of techniques, but rather that
these two have become the distinctive featuregoéft. Isabella’s artistic identity, just
as her relationship to art, has evolved over tsheped by various experiences which,
while not necessarily spellbinding, were importanbugh to allude to in the next section.

The Collage

In this section, | decided to introduce and elateoom Isabella’s experiences
before letting her speak about them. In Chaptéstated that my researcher’s voice was
as important to acknowledge as Isabella’s voic&€Hhapter 4, | viewed myself as a literal
translator of her experiences to others. By thedteidf this chapter, | am ready to admit
that at times | need to do more than just acknogéedy voice and translate in a literal
manner: | need to interpret her experiences oslaémthem in an adaptive manner, so
their meaning is better understood by my audiehagsed to treat my study participant’s
voice as something untouchable, almost sacred.oBylmealize that sometimes
Isabella’s experiences can be more meaningfuld@tidience if they are preceded by my
interpretation of them.

As an interpreter, | organized Isabella’s expermsnia this section into a collage,

i.e., “an abstract form of art in which photograppieces of paper, newspaper cuttings,
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string, etc., are placed in juxtaposition and glteethe pictorial surface” (Oxford English
Dictionary). | substituted newspaper clippings @hdtographs with Isabella’s
experiences. They cover the period right after gasidg from college to entering the
M.A. program in textile design.

As | mentioned in Chapter 3, | chose to repressathélla’s experiences in a
collage because in this type of art, paper clippimpdnotographs, and the like, are not
always meaningful when they are viewed as sepataisents; only when the collage is
viewed in its entirety does it become meaningful.

In the same way, | do not see Isabella’s experenggresented in the collage as
meaningful on their own. In fact, they seemed \dsjoined at first, yet important
enough to merit their inclusion in my study. It ka@lot of field thoughts, the process
which | described in Chapter 3, before | was ablmake sense of them. | concluded that
while on their own Isabella’s experiences weremeaningful to the study, they became
meaningful when examined cumulatively, over time.tAe poem below explains:

Experiences grow

Cared for by time

Nourished by seconds, by days, by years.

First, as they make up the present

They are as big as the world itself

And oblivious to the past and the future.

Then, as they diminish in size

They gain perspective and significance

That time, the painter, unveils

On the canvas of life.

At first, Isabella’s experiences of creating herst@iece of art or one of her

favorite pieces of art were disjoined. They happestea moment in time when they were
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nothing more than experiences happening in theepte®blivious to the past and the
future.” Thanks to the time that passes, these sxperiences “gain perspective and
significance.” In Isabella’s case, they depict $teuggle for identity as an artist.

Forming one’s artistic identity is important becauisdefines the artist’s
relationship to her work. In Chapter 4 | mentionleel notes that Bonnard took for his
paintings: “Cloudy,” “Fine,” “Showers,” (Kimmelmar2006, p. 22). His topics revolved
around domestic scenes and landscapes that reflieteveather. Because of his choice
of themes, it would not be reasonable for him nspmost of his time and energy
studying the city architecture, since he wouldus# it in his art.

Forming one’s artistic identity is also one of tiracial elements in Howard
Gardner’s (1993) triangle of creativity. In the yimus chapter, | focused on one of the
relationships from the triangle, that between thistaand her social environment. The
time has come to examine the second importanioakdtip: between Isabella (as an
artist) and her art.

After Isabella graduated from college, identitymf@tion was not easy. Isabella
knew what she loved by then: fashion, architectangl, art of large dimensions. But she
had to adjust to a new reality when her time ineg® ended: she could no longer create
large pieces of work because she did not haveltigigal space and the financial
opportunities to do so. Nor could she produce vibat was as time-consuming as her
beloved books, since she had to make a living.

That is when she began making small collages thighimagery from the Middle

East, a momentary compromise between her own watgterests and the need to
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survive. When she described this period of hemaking, she focused on the financial
value of her art: “l sold most of it. | basicallgtaup a gallery scenario in this shop and so
people just came in and they bought them. Theymieegpensive—the most expensive
thing there was about 30 quid, frante8he succeeded in selling them to strangers, thus
beginning to form her identity as an artist of affable collages inspired mainly by the
Middle Eastern architecture. When she reflectethahperiod of her art-making, she
again emphasized the fact that she made art tithtasul added that it was not of the
greatest quality: “A lot of things that I've doneiiny twenties were slapdash. People
would commission me to do things and | could jushe up with ideas quickly and then
I'd spend weeks just making, making, making sth#fttwasn’t always of the best quality
but people would still buy it.”

During that period, she made one of the collagasghe considers her worst
piece of art. “Everything about it was horribleliesexplained during one of our
interviews. “The framing was horrible, the patchiwof fabric that | made to this
particular design of a minaret was horrible. Ols,jiist the colors are bad. It is just
horrendous. No wonder it didn’t sell.”

This worst piece, even though it did not sell, \qage valuable in the
development of Isabella’s identity as an artistshe recalled, “About my mid-twenties,
that’'s when | began to feel that what was imporftanme was the quality of what you're
making. Especially since | was doing a lot of stitth fabric and you can’t be slapdash

with fabric... And if you don’t manipulate it well iboks crap! Sorry!”
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This shift of artistic identify from an averageisirto somebody who cares about
the quality of her work was reflected in Isabellagrds: “My art really has been about
surviving enough, so having jobs where | can s@rvivthen be able to be creative. There
is now an integrity to what | do and | put a lottkdught to what | do.”

The shift of Isabella’s identity was also reflectecher actions. After obtaining
her M.A. in textile design, collaborating commeld¢extile design projects, and moving
to California, she created her favorite piece gfwhich brought her financial reward as
well as recognition and personal satisfaction.

What Isabella valued the most in this piece waddbdback that she received
from the viewers. It was a large, smocked piecialofic covered with images from the
Isle of Clouds, Isabella’s native island. It wasated for the hospital, and hangs in the
foyer, so anybody who walked in saw it. She wasifggd to receive positive feedback
because she pointed out that “coming from a pldoeravif people buy art they buy
watercolor of scenes of the Isle of Clouds ... swarried that people would be going,
‘What is this, what on earth are we spending oxpaser money for,” and they love it,
they absolutely love it. My parents are always 8gyiOh, | met so and so and they were
commenting about the work in the hospital andd tblem that you'd done it and they’'d
just said that every time they look at it, it ugdithem, which was the aim of it.”

Moreover, Isabella pointed out how much she enjayerking on the piece, since
it was a time when she “just did a piece that gladly wanted to do.” The people who
commissioned the piece for the hospital did ndtitet what or how to do it, so she

enjoyed the freedom of doing it exactly the way slaated.
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The collage of experiences described in this sectad illustrated in Figure 5,
helped Isabella in shaping her own identity asréistaand thus in defining her
relationship to art. The values that she held shafter graduating from college were
mostly related to financial gains (not in the seofearning a fortune, but surviving by
art-making). As time went by, Isabella’s goal hasdme to create art of high quality.
The fact that people were buying her work was mgéw satisfying. It was the feedback

she received that became precious to her.
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My worst piece of art that e
ever created...|ve got one
piece in particular, it's
hanging in my parents' down-
stairs toilet. | don't know why
they have it there, but they do.

and so people just came in

and they bought them. They
weren't expensive—the

most expensive thing there

And then I think | do have
to say that my hospital
piece in the Isle of
Clouds is one of my
Tfavorite pieces as well. |
loved the process of
making it. Again, it was a
smocked piece but it
was hubble smocking, it
was the opposite way
round, but for me, what |
loved about that was
how it was received by
the public. Because it’s
in the hospital, it's in the
foyer when you walk in.
And people just lowed it.

My first job... | was working at
the art gallery where | was
artist in residence. it was a

realhy fun joh.

Figure 5 Isabella’s experiences represented as a collsgjeella’s experiences, which
are not meaningful in the study of motivation wiexamined separately, gain importance
when examined as part of a larger picture of Idatsemotivation.
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This feedback is given by friends and strangers wew Isabella’s work at her
home, in galleries, and in museums. The viewelsaifella’s art are, generally speaking,
members of the society. If their reaction is impattto Isabella’s art-making, it is the
social aspect of motivation that reemerges. Iffitied section of this chapter, | will
depict Isabella’s motivation as it developed owmetand depended on the society,
culture, and experiences to stimulate it.

The Interdependence of Culture, Society, and Egpess in the Study of Motivation

In order to complete the picture of motivatiomydnt to point out that experiences
as well as sociocultural influences often happeruianeously, rather than in the way |
presented and analyzed in this dissertation. Sineeof my goals has been to deconstruct
motivation, | chose to separate these influenciesseparate chapters in order to clearly
depict them. Now that this task is complete, | vddike to put them back together.

When Isabella was in college, she had her spélilibgnexperiences and at the
same time got a lot of support from her friend Kahd her tutor. As had been the case
in high school, Isabella sought out the suppo&mima, the professor who praised her
achievements, instead of bullying her. Based oreperiences described in previous
chapters, one can assume that Isabella’s selfrasteproved because of the relationship
she had with these two supportive women. Alsonaesef belongingness that they
created was evident. When Isabella talked about &mshe recalled how much time she
spent with her tutor, getting to know her, and taittacted she was to her personality
and art that she partially based her decision toine a textile artist on knowing Emma.

As Isabella recalled, “She was just somebody wisappose, | just had affinity with.
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And because | was in the art department all the tirhad a chance to interact with her
more often. She was fabulous. So that’s how | englechoosing textile art. Partly
because of her.”

At the same time, Isabella’s creativity, one @& tiaracteristics that | defined in
Chapter 4 as being part of Isabella’s life in gahand art in particular, played an
important part in Isabella’s development as arstafis she recalled, “In any case, with
regard to the art courses, most of my classmatesfdlie year chose the more traditional
forms of arts. Actually, in general, | have to gt our courses were quite traditional.”
Thus, it was entirely up to Isabella, with the sop@f Emma, to figure out how to
combine her knowledge from the more traditionalrses, such as painting, ceramics,
printing, etc., with the textile arts.

Another characteristic, the appreciation of beawgs important for Isabella’s
spellbinding experiences to occur. In the vignstte mentioned that she was the only
student in her year who actually pursued art. Bliengh she went to Paris and to Sienna
with a group of art students, she was the onlywine was so profoundly touched by
what she saw.

Leaving any of this information out of the disdesswould not paint a nuanced
picture of Isabella’s motivation to create art. Whexperiences as well as sociocultural
influences are essential influences that shapevatain, it is their interplay that needs to
be acknowledged. With one element missing, theigabdf motivation would have been
very different. For example, if Isabella had reeeisocial support from her teachers and

tutor, perhaps her self-esteem would not be higlugim to pursue art. Likewise, if she
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had not had the “spellbinding experiences,” heatr@hship to art would have evolved
differently.

To complete the study of motivation, one moretreteship needs to be discussed:
the relationship defined by Gardner as being betwee artist as a child and the same
artist as a master. | feel that after discussiagdtia’s life and art as it developed from
her childhood until adulthood, it is now appropeiad analyze this relationship.

It is interesting to note that Isabella’s relasbip with art began early on, when
she was eight years old and highly commended fodteving. With the help of her
mom, she created her own clothes, was a costumagegriook a lot of art classes in
high school, and participated in the choir. Evenallege, her decision to study history
was a practical choice—"in case art doesn’t hagpen.

In college, the art did “happen,” and this wagédy due to Isabella’s exposure to
multiple art forms in her childhood and teenagegelor her final project, she combined
the art of ceramics (to create porcelain bookd vabrics (to create texture for book
pages), and painting (to paint the book pages).ekpesure to many art forms in
childhood made it possible for her to focus on howombine them for the desired effect
(the books), rather than simply learn the techrsgefecreating and using various art
forms.

During the years when she was forming her artidgatity, she made collages,
which by definition combine a variety of art formsd include paper art, fabrics,

photographs, etc. At present, when her identitgraartist is formed and her relationship
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to art defined, she is also combing various arn&rsuch as textile arts, photography,
print on fabric, attaching paper (misuhiki) stririgdabric, etc.

Another noteworthy fact is that the subjects treate greatly influenced her
artwork to date, such as fashion (e.g., in thaleegtece entitled Kimonos) and
architecture (e.g., in many photographs that skestaf buildings that she prints onto the
fabric, and smocking inspired by the Prada builflimgere also pursued in her childhood.
It was when Isabella was 9 or 10 that she becataeeested in fashion in order to be
accepted by her classmates, and in her high sshedbecame the costume manager for
the school theater. Similarly, her first conscieMposure to architecture occurred when
she was 13 and went for a family vacation to thddi& East. Because her father worked
there, she was exposed to it whenever she visitedffom her teenage years until after
she graduated from college.

It is important to point out that Isabella was st exposed to fashion and
architecture as a child, but immersed herself @s¢htwo fields throughout her teenage
years. Whether she would have pursued them tilpteeent without this immersion is a
mystery that can remain unsolved.

Instead of trying to speculate what could havepeapd in the past, | will now
turn to the present moment, in which Isabella’sknwas been completed and exhibited in

the gallery in the City of Thrills.
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Chapter 7

Summative Lessons and Implications for Future Work

In this chapter, | will focus on the significancenoy findings in the study of
motivation. | will link the significance of findirgto my goals and research questions. |
will also discuss the implications of my study a@ueation and on future research into
motivation.

Deconstruction of Motivation

My first goal was to deconstruct motivation anémne what influences were
important for its development. Culture, societyd @axperiences were identified as the
phenomena that shaped motivation.

The three influences present a more holistic pgctii motivation. While some
theories of motivation focus on the importancehef $ocial environment, .e.g., the
sociocognitive theory of motivation or Maslow’s taechy of needs, and Rogoff’s studies
proving that motivation depends on the culturaltegt) there are no theories that
explicitly link one’s experiences and the sociogrdt influence of motivation. This
critique is significant because it highlights theellse phenomena that influence

motivation.
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The diversity of influences may be viewed as araathge or a disadvantage. It is
advantageous when an individual has a chance tersehim/herself in all these
influences and advance in their field of interéstnay be disadvantageous when an
individual cannot utilize the three sources of wation, e.g., when there is no social
support, limited possibilities to collect spellbing experiences, or a limited ability to
participate in the culture and develop certain abi@ristics based on the cultural
interactions. For instance, financial limitationayrprevent somebody from traveling or
even participating in culture in their own commuynitikewise, individuals with physical
disabilities may find it difficult-to-impossible taccess places of interest.

The diversity of influences is also significanthase of the role it plays in the
development of motivation. While the majority ofntemporary theories view motivation
as a construct reinforced by correlates—such &sstdem or a range of attributions,
such as social support—social environment, whdfeeseeem can be nurtured, along
with unique experiences and cultural influences,aitical in shaping one’s motivation.

It is important to keep in mind that the holigticture of motivation has emerged
in Isabella’s study. While this picture has emerfedause of the in-depth investigation
of a single individual’s motivation, none of thadings should be generalized to describe
the motivation of all individuals. In future studjdat would be interesting to examine the
motivation of other individuals to find out whethesrtain phenomena are common or
unique.

If the nature of motivation for other individuaksholistic, as it has been in

Isabella’s case, this has important implicationsefducators. The first is that students
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should be exposed to diverse experiences and dileasning styles, because they may
respond differently to the same experience. Whabdla visited Paris and Sienna, she
and her classmates saw the same paintings. Yeathengs made a huge, long-lasting

impression on her art (nobody else pursued ant gfteluating from college).

Moreover, educators should create opportunitiestizdents, so they get to
experience motivation holistically. As | mentionedhe previous chapter, some
individuals may lack motivation not because of ith&ziness or inability to perform
various tasks, but because of the lack of oppadrasio develop it in the first place. They
may lack social support, spellbinding experienoceshe general exposure to culture. In
Isabella’s case, the educators provided enormatialsupport, which boosted her self-
esteem and belongingness. Needless to say, thegghemomena are not officially
included in the curriculum. However, their roleessential for motivation to develop, and
thus they should not be overlooked when interagtiity students. Furthermore, because
of the role that sociocultural influences and eig®es play in the development of
motivation, they should be carefully consideredeldycators. As has been stated earlier,
these elements do not simply reinforce, but shagésonotivation. Isabella’s
recollection of teachers who called her “stupidbige example of the power of such
negative experiences. While her teachers may na treeant to hurt her feelings or self-
esteem, and may have spoken to most of her classnmad similar manner, their
interaction with her made a long-lasting, negatmpression on her. In the next section, |
will describe the significance of methodology feamining the motivation of such

singular individuals.
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Methodology for a Case Study of Motivation

Describing the motivation of individuals shoulot e underestimated. The self-
efficacy scales, traditionally used to measure vaditon, require the participation of
many research subjects. Many subjects have tacjpati in a study in order to form a
so-called statistically significant number. There eertain individuals, however, who are
unique (e.g., in overcoming adverse life circumsésnand being successful in their
chosen endeavors) and from whom the rest of usideatn. Methodology should be
used to examine their motivation as case studi@®ring unique individuals because
they do not form a big enough group worthy of bestiglied overlooks valuable
information about motivation, such as what influesienotivation and how it evolves
over time. Moreover, researchers can design simsilaties of individuals to examine
whether Isabella’s development of motivation asdnfluence were unique or common
to most individuals.

Learning from individuals is important becauspritvides an alternative
perspective on motivation. As | mentioned in thiedduction, answers to scales that the
research subjects provide may be a result of bediefs rather than their actions. By
observing the study participant, interviewing haerd collecting information from other
sources, a case study has the potential of vegftiat the study participant’s beliefs and
actions are consistent.

Learning from individuals also makes it possildéegarn about things previously

not associated with the study of motivation. Faareple, while Isabella’s motivation has
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been shaped by spellbinding experiences (among thtimg)s), no motivation theory
emphasizes the role of experiences and their umegeption by individuals.

Moreover, while theories outlined in the Introdantand Chapter 2 focus on the
motivation to perform tasks, it is important to aolwledge the significance of examining
motivation over time. Isabella developed most afltielong, art-influencing interests
when she was a child. Also, her identity as arstaaind her relationship to art changed
over time. Examining her motivation at a specifgeipd of her life would not have
provided the necessary evolving picture of her waditbn.

Also, the significance of her experiences has gedrover time. What seemed at
first an experience disconnected from others, bedamportant as time went by and the
consequences of the experience could be evaluatatlating Isabella’s motivation at a
specific period of her life would not be accurai@ce it would not reflect the personal
growth (Rogers, 1963) which can happen only ovegréod of time.

A “tacit” consequence of my study—I refer to it“t&cit” because it was not
stated in my goals, but lurks in the Introductiomene | described the motivation of
women artists in previous centuries—was the hunagioiz of motivation. While scales
that measure motivation rely only on the writteswaers of the research subjects, | saw
and hoped to describe the physical effort of cnegtiextile art pieces (e.g., in the section
on smocking in Chapter 4), the emotional impactaxfial interactions that can stimulate
or suppress one’s desire to create art, the emjpoygvessponse to culture (e.g., by
appreciating beauty), and the overwhelming resptmspellbinding experiences that

may happen unexpectedly at any moment and chareje life forever.
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Moreover, the examination with the humanistic pecsipe in mind should
sensitize researchers to the individual's persstiabgles, emotions, and the amount of
effort that one puts in nurturing their passionthair chosen field of interest. The
humanization of motivation has important conseqastic the evaluation of motivation.
Instead of comparing it to whatever are considénedstandard results on the motivation
scale, researchers could begin to evaluate theithdil's motivation, based on his/her
abilities and effort. Such a way of evaluating induals would be inclusive of people
whose motivation may currently be considered nathyoof examination due to a low
score on a scale. It could be an alternative wagvafuating motivation, just as the
standardized 1Q tests are not the only way to assas’s intelligence.

Finally, | hope that this case study is an insprato anybody interested in
learning more about motivation: its dependenceutuie, society, and experiences.
Through the case study, my goal was to paint alddtpicture of the struggle of a single
individual. A person who, like many of us, did matve a precise goal, a defined path that
led her from her childhood to who she is today, yetdsomebody who, like just a
handful of us, became a successful textile attisanted to show the power of
motivation, which can make somebody persist undéous circumstances. | hope that
Isabella’s life is an inspiration for readers, tttaty may see what is possible and follow
their own passions, dreams, or ambitions. If thiaahieved, the study has one more very

precious implication: to motivate people to becomt® they wish to be.
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Appendix A

Theories of Motivation That Influenced My Research

Table 1. The Use of Motivation Theories in My Didagon

Motivation theory

Elements of theoriesPurpose of use

used in dissertation

Where to find it in
the text

Achievement

The theory

To introduce

- Introduction

motivation, an underlines the value one of the
expectancy-value | that an individual contemporary
motivation theory | attaches to an theories of
activity. Thus, the motivation and
stronger the value, show why it
the stronger the does not
motivation to explain how - Question guide
succeed in motivation under “Value of
performing a given works. one’s work”
task. The importance
of value is
incorporated
into questions
for the textile
artist.
Attribution theory | The theory To introduce | - Introduction

emphasizes the
causes of one’s
successes or failures
ranging from luck to
lack of ability to
mood.

one of the
contemporary
theories of
motivation and
show why it
does not
explain how
motivation
works.

The causes of
success or
failure are
incorporated
into questions
for the textile
artist.

- Question guide
under “Most” and
“Least productive
period in your
career”
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Social Cognitive

Emphasis is on the

To introduce

- Introduction

theory, another interaction between one of the
expectancy-value | three elements: an contemporary
theory (Bandura) | individual, his/her theories of
environment, and motivation and
behavior. All these show why it
elements influence does not
each other. explain how - My observations
motivation and field notes
works. capture the artist’s
- The importance surroundings (i.e.,
of the her living and
environment in| working
which an conditions), which
individual are manifestations
functions of the physical
inspires several environment.
questions for | Under “Nontextile
the textile art inspirations” in
artist. the question guide
| am exploring the
artist's
relationships with
others and thus
exploring her
social
environment.
The drive theory | The theory - To illustrate the - Chapter 2:
(Woodworth, Hull)| emphasizes evolution of Conceptual

satisfaction of
physical needs, e.g.
hunger. It has been
modified to include
primary needs and
secondary needs.
While a primary
need is eating, a
secondary need is
going to work in
order to earn money
and buy food.

motivation theories
and thus the inability
to present a uniform
definition of
motivation: each
motivation theory
works within its own
paradigm of
motivation.

framework. The
theory is explaineg
under “Direct
research” and
illustrated in
“Ethnographies
and biographies.”

!

Conditioning
theory, one of

A person is
motivated by a

behavioral theorieg

5 stimulus from the

- To illustrate the
evolution of
motivation theories

- Chapter 2:
Conceptual

framework. The
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(Skinner)

environment and
displays overt
behavior to the
stimulus, a response

.motivation: each

and thus the inability
to present a uniform
definition of

motivation theory
works within its own
paradigm of
motivation.

- There are no direct
references to the
behavioral perspective
in the question guide.

theory is explaineg
under “Direct
research.”

Intrinsic
motivation (Deci)

Individuals are
involved in an
activity not for
external rewards but
for the enjoyment of
the process.

- To illustrate the
evolution of
motivation theories
and thus the inability
to present a uniform
definition of
motivation: each
motivation theory
works within its own
paradigm of
motivation.

- Chapter 2:
Conceptual
framework. The
theory is explainec
under “Direct
research”

- The enjoyment
of the process of
creating something
is not an explicit
guestion in the
interview guide.
However, it may
emerge when
discussing a
number of
guestions, e.g.,
about the value of
the artist’'s work or|
the favorite piece
of art that she has
created.

Balance theory,
(Heider), one of
the major
consistency
theories

The emphasis is on
maintaining balance
between people or
between people and
objects. If the
relationship is
negative, motivation
is triggered.

- To illustrate the
evolution of
motivation theories
and thus the inability
to present a uniform
definition of
motivation: each
motivation theory
works within its own
paradigm of

- Chapter 2:
Conceptual
framework. The
theory is explaineg
under “Direct
research.” There
is no illustration of
the theory in the
chapter. However,

)

)

!

it may emerge
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motivation.

after the
relationships of
the textile artist
and other people
are established.

Cognitive
dissonance theory
(Abelson), one of
the major
consistency
theories

This theory suggests
that one’s beliefs,
attitudes, and
opinions should be
consistent with one’s
overt behavior. If
they are not,
motivation is
triggered.

5 - To illustrate the
evolution of
motivation theories
and thus the inability

5 to present a uniform
definition of
motivation: each
motivation theory
works within its own

- Chapter 2:
Conceptual
framework. The
theory is explaineg
under “Direct
research.” It is
illustrated in
“Ethnographies
and biographies”

paradigm of in the example of
motivation. Taylor’s
ethnography of
Vietnamese
painters.
Hierarchy of needs The theory states | - To illustrate the - Chapter 2:
(Maslow), one of | thatif one’s basic | evolution of Conceptual

the major

humanistic
theories of
motivation

needs (e.g.,
obtaining food or
feeling secure) are
not met, one cannot
be engaged in
pursuing other need
(e.g., having a stron
sense of
belongingness
building a high self-
esteem).

motivation theories
and thus the inability
to present a uniform
definition of
motivation: each
smotivation theory
gworks within its own
paradigm of
motivation.
- To see what is
important to study in a
holistic approach to
motivation and
incorporate it into the
guestion guide.

framework. The
theory is explaineg
under “Direct
research.”

- In the question
guide under
“Influences,” as
well as in my
observations of the
artist’s physical
and emotional
environment,
should be found
answers about the

hierarchy of needs.

)

14

T

Self-actualizing
tendency (Rogers)

another major

Life is viewed as an
, ongoing process of

- To illustrate the
evolution of

personal growth.

motivation theories

- Chapter 2:
Conceptual

framework. The
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humanistic theory

This process is
dependent on one’s
environment and a
full acceptance by
others, without any
conditions.

and thus the inability
to present a uniform
definition of
motivation: each
motivation theory
works within its own
paradigm of
motivation.

- To see what is
important to study in a
holistic approach to
motivation and
incorporate it into the
question guide.

theory is explainec
under “Direct
research.”

In the question
guide under
“Influences,” as
well as in my
observations of thg
artist’s physical
and emotional
environment,
should be found
answers as to the
existence and the
importance of self;
growth as viewed

)

14

g

by Rogers.
Evolving Systems | In this approach to | Although this - Chapter 2:
approach (Gruber) CREATIVITY, 3 approach has been | Conceptual

elements are
important: each
creative individual is
unique (and thus a
case study is
desirable in order to
learn more about
him/her); change is
multidirectional (and
thus unpredictable
and depends on the
person’s
circumstances; a
creative person
herself is an
evolving system (an
thus changes over
time).

|-

used to study
creativity, it lends
itself to the study of
motivation of creative/
unique individuals in
order to learn about
them and their
motivation to create
art.

framework. The
theory is explainec
under “Indirect
research.” Its
elements, such as
the case study
approach and an
ethnographic stud
(which takes place
over time), are
discussed in the
“Methodology”
section (Chapter
3).

)

Important
relationships in
studying creative

Three relationships
that Gardner defineg
as important when

| want to explore thesg
relationships in my

> - Chapter 2:
Conceptual

study of motivation.

framework. The
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individuals
(Gardner)

studying creative
individuals: between
the artist as a child
and as a master,
between the artist
and his environment
(personal and
professional), and
his relationship to
his work.

theory is explainec
under “Indirect
research.” Severa
guestions from the
guestion guide,
e.g., about the
artist’s strongest
influences, her
childhood
experiences with
art, any important
or traumatic
events, etc., will
shed the light on
these
relationships.

)
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Appendix B

Ten Personality Traits Highlighted in Mihaly Cziksemihalyi’'s Study of Creativity

Creative Individuals, according to Czikszentmihgy®96, pp. 58-76), are people who

display the following traits:

1.

2.

7.

8.

Have a lot of physical energy but are often guie

Are smart and naive at the same time

. Are playful and disciplined when they exploread
. Are imaginative as well as realistic
. Are extrovert and introvert

. Are humble and proud of their achievements

Escape gender stereotypes

Are rebellious and independent yet also tradiiist (in a sense that they embrace the

knowledge in their domain and then “rebel” agait)st

9.

Are passionate yet objective about their work

10. Are open and sensitive to their surroundings
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Appendix C

The Final Product of Isabella’s Work and Her PI&ns The Future

“I do enjoy the process of smocking and | enjoy the almost enjoy the
tediousness of the repetitive nature of repeatimgething that then creates something
else. So basically, in terms of my method and Howrépeating this process along,
whatever, 60" of fabric by 20 feet of fabric, amen as it all starts to come together,
that's what'’s really enjoyable. As you go along yaun see, ‘Oh, it's happening, it's
gonna work!"

I am reminded of that quote as | walk to Isabelt@se after her well-received
exhibition opening in the City of Thrills. | have to the final interview with her before |
sit down and think of a way to present Isabell&gyswith as much of her voice as
possible. To me, the quote is a reminder that ngtehds when we think it does. Just
because this will be my final interview does notamé¢hat Isabella will stop creating her
textile pieces. After all, she does enjoy the “tépe nature of repeating something” that
perpetuates her life story of an artist for as laaghe lives. That is when the final
“something else” is reached. Until then she cartinae working, undisturbed anymore
by my interviews and observations; while | can gdminterview and observe others and
thus recreate my repetition.

It's not freezing cold but it's not summer anymeither. The leaves on some

trees have remained dark green, but some treeschawged into their fall fashion with
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hues of brown, red, and orange, a reminder of #ssgge of time. | leave the foliate
fashion show behind as | enter Isabella’s hometakel out my tape recorder.

“I hate to ask you this,” | say, “but in order toderstand your motivation to
create works of art, | do have to ask you about yeast creative periods. When did they
happen?”

“Well, to be honest probably the times that | mobedause that whole setting
thing; so when | moved here, when | moved fromegsl to the Isle of Clouds again,
even though that was home, | still was not thalifiean terms of my work. So yeah, the
times that I've moved. So say | moved to Foggydlilldidn’t do that much work.”

“And Japan? You sort of moved there for three mgatid it was your most
creative period, wasn'’t it?”

“I know it's a weird thing to say, isn’t it. Butsb | suppose it's because you'’re in
this environment that you actually have no conbrar creatively. So you can’t be
thinking, oh, | need to make a couple of more cusfifor my sofa or | need to make
curtains for the bedroom, | need to tile the bathrpwhatever. You have no control over
that environment. You're in it. And it has nothittgdo with you aesthetically because
it's somewhere you're visiting and you're an imposdf someone’s house and so in that
scenario, because | was specifically there to davank, | was fine. But when I'm
creating my own home that'’s a very different thiagme. And also for myself when |
move somewhere new, things are important. I'm drtease people who needs to feel
... hot that | need to feel like at home necess&dyse | love living in California, but |

don’t feel at home here. But | need to have a aopfriends and | need to feel sort of
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content in certain areas of my life. My marriagéng. But I'm not a solitary worker so

if | don’t have friends ... | can’t sit in a house filays on end doing my work 'cause that
just makes me not creative. And also my environrhastan impact on my work ... the
images that | use. Maybe it’'s just the way how goalyze what's creative 'cause really
when you think about it, | don’t stop thinking albaoy work and being creative. But in
terms of the actual physicality of making it | dave to be in a certain frame of mind.”

“It's a part of your life, then?”

“Oh yeah, completely. And if we have a family itist something that I'll just
abandon. 'Cause it is part of me. And it's somagtitmat Ineedto do when | need to do
it,” she laughs.

“Are there days when you feel like that’s the otiiyng you really wanna do is
doing your work?” | ask because it could tormentlater.

“Yeah, but also for me the creative process igist about... You know, like this
week for example, | just couldn’t face doing anyosking at all. But I'm happy to make
a bag. I'm happy to make other things that nedaktthoughtful in terms of their design
and how it's all gonna work out and all that. Big something that's a practical item and
| do enjoy doing that. And so there might be timé&®n actually I'd go home and think,
“I've got to make new cushions” or | have to justgbmething creative with that two
hours or whatever. But it doesn’t necessarily hawevolve around my own work or

make a skirt or whatever. It is craft.”
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“And do you have any plans when you get to the Easist?” | ask, sadly, for |
know she will have to move away in a couple of rhenShe is going to have to move
again to a new place, thousands of miles away frera. Philip has gotten a job there.

“I suppose I'll be decorating. I'm very bad worgim an unfamiliar environment.
When I initially move, doing my artwork is not onéthe main concerns. We’'ll probably
move to a place that will need doing up and | ctmitk about my work when | know
that | have to paint a room. That sort of becomgartistic process for the moment. And
also | do like to have a specific space in whigéofk. | find it very difficult to not
have... | like the fact that | have this little spdbat’s mine and that | can work in. And
when [ first moved here Philip and | lived in higaatment. It was terrible, there was
nowhere and | had nothing! None of my boxes hagexdr | basically had a suitcase of
clothes. My boxes didn’t arrive till January. Seds just lonely and | didn’t have any of
my things so | just couldn’t do my work. | wentttee City of Thrills all the time. | like to
devote all the time that | can to making each mtog@od and a very high standard.

“And, before | move,” she adds joyfully, “I have work on another commission
for a hospice in the Isle of Clouds!”

“Oh, that's wonderful!” | say and think of new ggiions that will enrich the
fabric of her artistic life. “Do you have any ideawhat you want to do?”

“What | have proposed, and again actually thsoimething that I'll have to work
out, but | want to create something that when ymk lat it from a distance, it will look
like a scene of our native landscape but it wilsbeocked. And then, when you get up

close, it will be made up of tiny pictures of ttséel of Clouds. So that's my plan. But
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that’'s a new head wreck in terms of, again, I'N@ao work out exactly where the smock
and the print meet. So basically I'll have to marépe where the sky and the hills meet.
Because some of the smocking will have to overldp gome of the images of the sky
and images of the ground.”

“Wow! New way of smocking! You're progressing, tisavonderful!”

“I've always been like that though. My work hagays been like that. | go
through these phases, | think, of many years afgleomething and then just come up
with new ideas. It's actually partly because | sog®l get bored of making the same
thing.”

On that happy note | turn off my tape recorderaedchange the subject.

Figure 6.The completed piece: a piece that Isabella has Wweeking on during our

ethnography. It has been exhibited in the art tafge City of Thrills.
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