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Abstract

This research seeks to explatgarcoal markein painting using a restricted paletihe
palette consistsfagray and subdued primary colowsiployedto build up a structure in
panting that evoke a somber mood and aesthetically document a charcoal ma@heet.
inspiration was derived fromnaenvironment that i®verwhelmindy black and capable

of absolvingother colourghereby making them to lose their identifarious aspestof

the charcoalmarketwere exploredfocusingon the activities of elements inherentii
different patterrs. The paintingsepitomizeinquiry that embodieshe processes which
interpret and questionsocial phenomenon through studio experimentatibfooked at

the underliningaesthetics of charcoal market to captinemetaphor of théaumanspirit,

of labour ofordinary people iran everyday situationTo achieve the set objectives,
conceptual frameworkvas developed fronthe works of Piet MondriarRick Stevens,
John Virtue and Pablo Picassoeixplorethis pictorial design concept series of six(6)

The works are divided into two main areas of exploration and developmers statie
exploration stagepreliminary studies explored various notes and sketches for the main
body of work. The development stage explored the possibilities of developing the
sketches and colowtudy The significanceof this researchdescribs visual experience
from a charcoal markeahat can help probe more into colour relationships and design
conceps. Findings revealthe development of conceptualllegories which transmit
cryptic contentrelating tothe environmenand createaesthetic space for miglicity of
reading The tendency to interpred work in different perspectives can kieom social,
cultural, economic and philosophicalr peculiar visualview-point The executed
paintings reflect environmental influence of cltaal on other colours makg them

assume anothgrersonality

Vii
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CHAPTER ONE

Background of the study

1.1 Introduction

Charcoal market ia place of influence, metaphor and dynamics of colour relatioaghip
pictorial illusion; an environment that isoverwhelmingly blackdark and capable of
absorbingother colourdn a manner that makes them loose their original identitiethe

colour field, black according toJ. Jari (personal communicatior2013, mayl7), is the
absence of coloutOyedemi.J (Interviewer),and Buhari J(Interviewee).2013marchl3
corroborate this positionstating that it is thalsence of lightadding thatvhenthere is no

light, all colous will agree inthe dark. That isblack absorb®nergies of otbr colours
without reflecting themThe value of a colour turns grey and subtle after coming in contact
with the charcoal environmermny charcoal market can be ignored at a glance but it has
an aesthetic edge that can evolve into an orchestration of colour harmony and kslue
reveas different realities that lie concealed in strange juxtapositions, eachdiyng
endless energy that existsn nat ure causing the viewer to
are at play in this engagemeaeéstheticgeason describing human experienaedtheforce

of nature. This i®specially noticeable in the movement of valtrem light to dark in the
charcoal market that epitomizes the interaction of elenmntéesignfor development of

visual concepts. Ardeon (1997) sees a market@dse meeting space for people between
places, the living stage where a collage of scenes are acted and played out without a script
Berthoud (1999postulates that, in the minds of a growing number of decisiorakers, it

has become increasingly selfident hat the market should no longer be viewed as an



institution which must be regulated by external social forces, but on the contrary, that it
should be used to regulate society as a whole. Market thus becomes the leading principle
for guiding individualinteractionand collective actionExploring the charcoamarket in
painting isthereforeto creae a conversabn betweeran organized structure (mechanical)

and organic (nature) spontaneous effect. This visuaxploit can arouse different

understandingjof the subject

A variety of new configuratiosin the elenents of design are emerging whictakes an

artist to start looking for concepts that have bases for visual interpretatioedtatty new
soures of interest. Thibringsa new maginativedimension tovisual eperience in a given
space. Theexperience can be derived from two sources. The first is based on cognitive
experience. Arnheim (1969), in Constantino (2007), defimegnition as a process of
active exploration, selection, graspinfgessentials, simplification, abstraction, analysis and
synthesis, completion, correction, comparison, problem solving, as well as combining,
separating and putting in contéx¥isual thinking, as this is known, ke ability to see and
process informatin in mental reasoning through identifying, categorizing and generating
images as foundatidior a piece or body of work. Arnheifarther states that these images
which are directly encountered, a®ll as generated amefered to meansomne kind of
quality of objectstored in memory as visual concepthe second experience is based on a
sense of nostalgia and that is familiarity with certain forms and lauhe environment
which helgs in visual concept developmemaking it easily sustainable in a studio practice
research. This multiplicity of concepts are developed using various agsTEigiut

togetherto express aesthetic experiences that challenge our emotion. Visual s@ocegt



be objective or subjectiveegending on the simplicity or complexity of the message they

carry as they open up interactive space.

According to Fosu (1986), creative expressions are not controlled by strict duplication of
the exactness of nature. It is the idea rather than the qhjesly perceived in its natural
state which determines the nature, meaning and function of the work. Babalola (1995)
corroborates thiby statingthat artists are not only merely concerned with the expression of
their nationality or traditional ideologidsut the intrinsic value of art whickay in its
universal and timeless element. It is this search for concepts that draws artists to familiar
areas in the visual field in which relationships and interaction of elements of design
influence each other. Sel1981) observes that the fascination wgatterns in nature
brought aboutan intellectual interpretation that creates lively dialogue among objects,
words, painted imitation and pasted reality. Lawal (1984), notes that artists like Obiora
Udechukwu 0.1947) have transformed tHeli from mere body decoration into an aesthetic
hot-line for communicating human emotions and aspirations. His concepts developed from

lyrical inscription on the body to an dlestic cultural identity

Artists over time are thereferguided by certain perceptions in articuigta position when
exploringa concept using a restricted palette. An early attempt of the useesfricted
palktte in developing a concept is shown Fig.la wall painting in chauvet Cave, Vallon
Pontd 6 & rArdeche, France, ca.30,028,000 or ca.15,0003,000BCE (Kleiner and
Mamiya, 2006). The significance of this philosophy of usarrgstricted palette with bold
black lines to define each animal brings out artistic idioms that can help probe into

elements in naturé he images are easily recognisable animahf® engaged in common



activities fortheir every day survivalhey aredepicted to showhreedimentionality witha
use of expressionsof bold lines,colour,texture and sensation of perspeétivsense of
overlappings createdn this workAccording to Hodge (201 Xpre-historic art are found to

reveal various social systems and religious ideas that were probably generally understood

thousands @&f years agoé

Fig: 1 Hall of the Bulls, Lascaux,Dordogne,Franca.15, 00613,000BCE

Gimenez (2012) confirsithat Paleolithic artists developed a primal visual language using
charcoal and simple pigments to express and document their way of Maosg.of the
works createdarein awide range of sizes from tifjgurines paintesn wallsand ceilings

to overlife-size animals, as in the cave at Lascathe influence of this is evident in the
wor k of eRplomteors\gitb @ lenited paletteS€eFig.26 p48 Marie-Therese Face

and Rofile, Paris 193LThese instances cited so far, have shown that sometintists a



thereforeadopta limited palette tointerpret different phenomena simple decipherable

ways.

Olive (2008),writing on issues like species extinction, pollution and deforestatidds

that artistsare challenged tareate works thabromote greater awareness environment
andbring aboutthe renewal process depleted environmerarourd the globe. He further
revealsthat there are four categories of understandivag artists have delved into on
environmetal issues through their worksvhich include, Restoration Mediation
Integrationand Reflection. The concern in this research is Integration, where adests
imagery and metaphors to reveal patterns and relationships that exist in nature. In Nigeria,
foremost artists whose works are a synthesis of elements in nature include Jerry Buhari
(b.1959), Burns Effiom1§.1965), Kolade Oshinowd(l 9 4 8 ) a nMohdvhméddani u
(b.1959). These artists remind the societyl@fhazard of environmental degeneratibg
depicting the environmerthat is devastated, deforestadd exposed to heat (sun), and
thereby causinglobal warming. Also, other artists around therld depict issug of life

and the environment usingllegory. These allegories created are interpreted in socio
cultural parlance as the futile attengftour system to solvéhe issues of energy demand

and societal tension. To this Eze (1995), statasthe

. artist clothes his concepts with such aura of factuality that the object being
represented seems uniquely actual and at times not exactly the same thing, they become
complex of the symbolic dimension of the social events they reflect, like the
psychological or the metaphysical, and not abstractable from those events to which they
refer.

These artists develoa visual concept that represents an idea and not necessarily

representing actual thing¥his makes us to reflect on how common issuesnature can



represent human conditions. Artistic dialogues are interpreted in ideas basedids
range of egagements withelemens in nature. With ihes and coloutsartists create
discursive platforms that questiglobal phenomena on social,lifoal and economic
matterssuchasPi cassod6s fAGuernicao in 1937

1.2 Statement of theResearch Poblem

Artists have paintednarkets as theperceivel themin terms of colour, lines and forms
They employcolous thatdepictthe interaction in a market setting, dependinghe article

of trade making the markeecognizable Using grey and a restricted palette to portray
marketscenery has not been the concern of artiists.anticipatedthat contemplationvith

the usage of grey to develop a body of paintings would result into possible allegories.
Kleiner and Mamiya (2005) opine that rather than simply describe nature, pdedstiats

often use nature as allegory this manner, artists malgpiritual, moral, historical and

philosophical commentaries

1.3 Aim and Objectives of the study

The aim ofthis research is to explooharcoal market in paiing using arestricted palette

to creataallegories through a combination of various elements in the market.

The specific objectives are to:

I. use a restricted palette largely consisting of grey and subdued primary colours to
build up a structure in paiing that evoke a sombre mood,

ii. develop paintings that encompass abstraction, digasation and landscape that
have a multiplicity of reading

iii. explore the possibilities of creating a body of work that is imbued with
philosophicalssues relating to thenvironment,



iv. portray and documenmiesthetically a charcoal market,

V. create painhgs that mimidhe structure of PietMndr i ands Neopl astic

1.4 Research Questions

i. How can the use of a restricted palette consisting largely of grey and subdued
primarycolours build up a structure in painting that evsskeombre mood?

ii. What is the possibty of a painting that encompassabstractionguastfiguration
andlandscape generate multiplicity of readihg

iii. Doesthe conceptiof a charcoal market help in fashing out our perception of
philosophicalssues in painting?

iv. Can the workgortray and document aesthetically a charcoal market?

v. How can the works produced minfiet Mondria® structureof Neoplasticism?

1.5 Justification of the study

Expressions of a markét painting especially of vegetables (tomatoes and onions) and
clothing may easily elucidate jayous mood thatan inspire artists to explore. Danjuma
(2010) obser ves t hatmarnkdtshissusually eharged witherot of o f S
movements, noise, and clashing of colours.
could howeverstir emotion of gloom, poverty, and chaos. This is partly due to its prevalent
environmental influece on othercolours (See figs.2). The aesthetic possilikes in a

charcoal marketan represent a metaphortb&é society. With this understanding, perhaps

artists will look into harmonizing their work, not only to celebrate beauty but also create

works that refbct societal issues.

1.6  Significance of the study



The significanceof this study hinges on the devgbment of Painting concept from a
charcoal market that speaks to us directly or indirectly. The simplicity and complexity of
every design is not only to pass a message but to also make an aesthetic statement. It is
hoped thatthe engagement with the charcoal market will assist in devwedppisual
symbols necessary to communicate ideas and mesadgesatingfor change concerning

the environmen

Fig.2. Charcoal Displayed in containers Source: Kosoka?010



Fig.4.Woman Selling Charcoal. Source Kosoko,2010



Fig.5.Charcoal Market (baggingthe future) Source Kosoko,2010

1.7  Scope of the study

Based on the study carried out by observatory method of various charcoal markets in Jos,
these markets have prevalent similarities in termshef effect of charcoal on the
environment. However, the scope of this study covers a charcoal market at Bafawa
Streetcharcoal market in JoPlateau State Nigerithat represents the observations made

in other charcoal markets. The choice of this market is because of the aesthetic
configuration it offers this resear in terms of various pattero$ treeswomen, charcoal,

and bovis and muted colourthat ceexist in an entity
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1.8 Conceptual framework

The use of different motifs, symbols and icons by artists are guidadregd of events in

the articulation of dynamic elements that reflect onegheironment and human existence

in an irterrelationship of colours. firesersg us withthe basis for philgophical research in
painting. Eastern religious philosoph§rheosophy)and 14" century aesthetic philosophy

had influenced artists to develop a que way of expressiofar from nature.They
developed works that were devoid of emotion and realismstdrivho were influenced
include Piet Mondrian who cd ounded an art j tule),nvadre, he i D e
published the manifesto amghilosophy ofNeoplasticism, a rigid red extrene form of
abstraction which involvethe depersonalization of art, abstracting natyptanomena, and
making no reference to any recognizable entity. This allows a canvas to be subset into
rectangular, horizontal and vexdi lines and colours usirglimited palette of black, grey,

white and primary colours.

N

Piet Mondrianpostulated ap ur i t i es 6 ( p ehrte artrbecauke he yelt thah p pr o

Cubism hadhot separated art fno nature. He fetthat Gu bi s m had not accept

consequences of its own discoveries; it was not developing abstraction towards its own

ul t i mat Atthgtdimd Mondrianwas set to depart from nature® create a new

construct based on htiessSbeehde( 408dadi g abksob

highly disciplined works of pure geometric precision do achieve the state of perfect and
unalterable quilibrium for which he strovel n vi ew of Mondri anos
study isrestricted to partial visiblerientation in representing subjects or eders from the

charcoal market includingree trunks, women, colours, textures and lines, boldly and

11



|l oosely defined in grid form bearing sembl ¢
organic lines, the mearchereinforces the flatness of colour in @instance and yet attempt

to create illusion of deptim another This,in essences to push further the Neoplassm

theory of Piet Mondrian antRi ck St evensd exploration of
organic lines derived from natur@hesecombinel with the fragmentation bforms as in

Pi c as s o 0ubist(mbverfet)into @nother platfio of illusionalistic rendering. The

intention is toachieve aesthetic independence whiefiectsanalysis of forms ira simple

plane of gray shades. Thmitation of this scheratic method or paletteendersthe motifs

subjective within the flow of space.

12



1.9 Definition of Terms

Allegory: A symbolic representation of charcoal market events and scenasniting
which expresses artistic genre with a multiplicity of deeper meaning than the surface

interpretation

Black: Palace of oppression where colour is subjugated.

Charcoal market: a conglomeration of patches of muted colours blending together in a
composite wholelt is anenvironmentwhere dark substance is found whadbsorbsther

colours.

Configuration: An arrangement acdegmentedr component parislienated by lines.

De Stijl: ¢he sty an art journal where Pi edadthébondr i a

theories on Ne@lasticism which is described as attempt to create international art.

Horizontal : Conveys a solitary and restful moods especially horizon of a flat Igpelsca

Metaphoric: Using charcoal market to depict environmental concern and human

conditions.

Multiplicity of reading : Tendency to interpret a work different perspectivesom social,

cultural, economic and philosophical or peculiar visual understanding.

Neo-plasticism: (New art).This is an extreme form of abstraction which is dominated by
geometric shapes, flat colours and interlocking planes where opposing forces of vertical

and horizontal agree in harmony, propagated by Piet Mondrian.

13



Organic lines. Natural occurrence of linesn a forested environmenh vertical and

horizontalformation

Restricted Palette It is usal to represent a palet&f grey scheme and drops ofuted

primarycolours.

Swirl lines: Lines that turn with a&ircular twisting indifferent motion, to make aesthetic

statements

Synthesis Combination of diférent ideas, influences, styletementsand concepts found

in other artistainified on canvas o a new vhole.

Ulism: Traditionalbody decoration inscribed for identificati found in the eastern part of
Nigeria developd as an aesthetic philosophy by artists like Uche Olaale others to

express them

Western Convention (Academic art) of 1% -19"centuriesOfficial art academies
established across Europe; where ataight to students with emphasis on formal order. It

is an intellectual aspect of art with skillful approach beyond craftsmanship.

14



CHAPTER TWO

LITERATURE REVIEW

21 Introduction

The review covers literature and related worksicWwhincorporate new forms into
Postmodernist traditions in line with free expression, experimenting with forms and colours
by blending cultural thoughts to create new sensibilities. Also thewesoves artists,

their art worls, philosophy, methodology, whicban contribute to this research and
especially those whose works are based on systematic and chronological development of
concepts from patterns in the environment (nature) resultingaesthetic idioms and
allegories. These artists and works are categorized into three basic isseas; and
influence from the enwmment for concept development, aesthetic considerations in
developing concepts in painting atloe use of allegories to dep societal issues and

human condition

Charcoal isa dark mass of solid carboderived from heating of organic materials
especiallywood, bone and other substancess Iblack depending othe origin and mode

of production.The product ifor domestic and industrial uses. One major known use of
charcoal iduel energysource Riches (1997)Nix (1997) and Harris (199%harcoal is use

in artas a media for drawings asketchesandin mixedmedia paintingsThe earlyuse of
charcoalas an art rdiacan be found in the works &faleolithicpainters who areeferred

to as"Stone Age Picasso#atel (1996)The paintings are characterized Igited palette

of pigments of redyellow ocher and charcoal marks.

15



A R S s €T

3N
TS - -
e

fow

Fig.6.A charcoal drawing of enammoth
Cave art, aLascaux, Roufignac, a site Francedating from 15,008BC to about 9000 BC.
Harris (1999, stateghat;

Charcoal may seem a mundane material, but as we havatsaernique properties

have been valued by man throughout history. Its use as a fuel was crucial in the
development of metallurgy, and its qualities as an artistic medium have been
appreciated from the earliest times. Today activated charcoal is of ersormou
importance in the purification of water and air. The science of charcoal has been
studied for over 200 years

It is becoming obvious that more charcoal production means depletion of the forest reserve.

The continuous usage without recourse to environsh@oincern is generating issues of

discuss at differeforum. Tenywa (2013) inmg hihss druttiualee i MBuU
posits that countries like Ugandayer dependence on charcoal means the country is
heading towards energy crisis unless govemtmegulates its us&adiq (2012writing on

the business ofCharcoal market in Jos, Plateau statdjgeria asserts thatcharcoal

16



becomes more attractive to the masses due to its affordabiligesydo use. This is due to

sometimesiked in the priceandavailability of kerosene

Artists are drawrto interrogate phenomeigeharcoaland issuesin time anddepict them as

they areinspired. Honour and Fleming (2002) holdhat fiartworks seem to transcend
circumstantial limitations, wit a timeless appeahdependent ofand sometimes at odds

with the intention of their creatars Philosophically, Symbolists, dlour field artists,
Expressionists, Fauvists, Constructivistsl &bstract expressionists see&eper truth and

other esoteric meanings whiclay beneath the surfaceHodge (2011) posits that
fiConceptualists think beyond the limits of traditional media and then present it in whatever
form is suitable for their idea. This idea is always morpionr t ant t han. t he
Most of theartists reviewed used limited palette whiclreveals an austere application of
colour to achieve aesthetic statements. They are magieple rendering of linesn black

and white and muted primary colours. In some instatioe entire surfaces rendeed in

almost black. This typifies what the researcher perceived in the charcoal market. Generally,
concepts developed by these artestgploy different approaches whichit across different
genre In the late 18 and 28 century, artists began to artiate new modes of expression

in colour, form, line and pattern through experimentation with different media. They
extracted from different forenand radically transformed their work#o universal and
classic piecesot identificble or traceable to any kure. The events provideghe basis for

the artistic explation of elements of art andonceptwhich seems to hold swagver
contet. This is in consonance witlthe philosophyfenet of Piet Mondria® s eo-N

plasticism and also apparent in the paintings oYassily Kandinsky (18861944)

17



Expressionist ideafl911) and Bernet Newmar(19051970) Colour Field painting The
understanding is to explore element of various associations which conform to the trend of
events as they occuifhe fascination with this ishe search for a degree of visual
independence which does not represent any known imagésytrue state. &chnological
develgpment and urbanization also cremtterest for artists of #stmodernism and lately in

the works of Nigerian artists to depigtvariety of styles and technigs. Techniques and

ideas are the main focus in their rendering of signs and symbols in what Mondrian refers to

as Apure arto which seeks to be interpreted

Feldman (197)Lstateghat contemporary painting can be understood as an effort to develop

a language which consists of visegammunicating qualitiebelongng to the world of line,

shape, texture and colour alone. He further asserts that an artist can adjust the various
suface appeals of a work so that we experien:
order does not rely on visual resemblance, truth or sympoliver. Read (1961), maintains

the view that Afconceptual art thedullurg sfat o an
particular fom i s ap pr o ac hi ongeptualistare mspided to int€rpret and
represent phenomendrom their own perspectivesooking at the works of symbolists,

their paintings contain implicit messagesich Franz Marc(18801916) described as
expresgig 0 i n n e r, only macdsded indirectly because of the use of metaphoric
imageries. Intermtations weréased orevents in historysuch as wax tragedy,poverty

and oppression®f leaders against their subjecfgtistd shift of focuswas evidentfrom
representaticsl of these events teariety of renderingin the present times in terms of

spatial relationship. This has led to artistic expressén techniquein the 28" century

18



which generate lots of meaning in ue art; this could represent complexity of a life of a
country, social diversity, povey and social injustice as Pablo Picassb &uernica (1937),
Paul Gauguié s  TpirieWatghes over Her (1892) and Odilon Redasmhe Tyclops
(1898).

2.2 Issuesand influence from the environment for concept development

The issues of environmenhave become sources of inspiration for artistsconcept
developmentusing a restricted palette.rifsts like Jerry Buhari (b.1959), Rick Stevens
(b.1959, Bur ns Effiom (b. 1965 )Sangdmnld59)Mluwnder this Mo h a

category

2.22 Jerry Buhari (b.1959

JerryBuhariis a social and political commentator, an environmeartaédt He isknown for

his experimental works in various medite sees his art asnaedium of commentary and

critigue His works demonstrate high level of paéincy in handling ofmedia. In his
experimentation with round and curvilinear support, he adedited palette that sought to

depict acomplex visual ordewithout aiming at reproducing natural appearances. The
expressions are not a formal component of a particular scene but of abstract expressionist
trends This codd also be seen as a reminiscemteJackson Pollodks 6 Ref | ect i o
Bigger D p p @9 ® buf without gestural spontaneous drips that charactktiwework.

The inspirationo f B u pamtingsdasnefrom instability, chaos, economic arswcial

effects in the societyHis works arandicationof a paradigm shift in our life style to meet

up with the modern/advancetcieties of the Wesesulting into gree.
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Increagngly in his works Buharidecries alienatiomgppression andnvironmetal rapeHe
usesexpressions that otd best represent his emotiomasy archetype of inner searbi the
artist t o g aibrs erc Hisenaranmenta-rom a religious perspective, he
interprets the situation of the environment from Genelsaptet:11-12,which states that

fiGod said let the earth bring forth grass, the herb yielding seed, anduitérée yielding

fruit after his kind, whose seed is in itself, upon the earth: and it was so. And the earth
brought forth grass and herb yielding seed after his kind, and the tree yielding fruit, after
his kind: and God saw that it wa®od. Humans degrdethe environment and thereby
destroying its purpose. Greed, materialissppression, injustice pervadd the fabric of

the society. All these vices are locked up and represented in a round plate in a few colours

with each looking like a palette of antist.

His work provides insights into the issues thie environment and organic relationships
affected by activities ohumars who area strand in the eesystem. In his quest for
exploration, hedevelopeda limited palette that pusheke limits of perception to anore
delicate sensibilittowards ourfutile actionsto handle social problemas represented in

this researchrhe ripple effect is deeper and complex in the conteatipcollective effort.

Buhar i dispredominantlyiiaek,sparsely grey with dropsf primary colourswhich
he says aresymbolic He employs his enamel pigmentseixperiment with relationshgin

a field of muted, lowcdour painting, clothe with nerecognizable symbols that carry
message Each workexpresses the sensity of the artist as he reacts a particular issue
The pigments of enamel are poured on board and etléovfuse into each other arzdle

controlled h some instance by the artist. Theedtion of movement of paint looks like
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molten lava from a Volcano (Danjuma010.Rather than mning with buckets of paints,
Buhari poured painbut almost in a controlled manner to achieve his desired goal. He
integrated colours into grey, fused together to produce a tactile quality with gnsabsas
appeal, shimmering surface andsteady appearance. There & agitation to suggest
details of an object but occasionathe viewernotices amyriad of dots These painhgs

are like the works of theusrealist that presents us with a world oflécipherable visual

riddles.(Sayre2007).

Buhariachieveddark effecs on aroundedshapesupportwhich became a quintessentadl

his rendering ofsubject matterbasically ofa postmodernist artist. He assettsit, 6l found
a direct link of the motif n nat ur e, | i ke the sun and moo
appropriate surfaces of nehearthsthebcpsenastadd.life T h e
amongst othersSone of the paintingsareregular circular form(SeeFigs.7-8) andothers
areirregularcircular form(See Fig.9 which depict different aspects that hateedo with

the environmentThe visible difference with this research is the shape of the suppart

the technique of colour applicationsith enamel paintwvhich according to him suits ¢h

subject matter of his exploration.
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Fig:7

Artist: Jerry Buhari

Title: Crude Oil with oil motif,2012
Medium: oil on Board

Size diameter 60cm
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Fig: 8

Artist: Jerry Buhari

Title: Spillage on Planet, 2011
Medium: oil on board

Size diameter84cm
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Fig: 9

Artist: Jerry Buhari

Title: Melting Planet, 2011
Medium: Enamel on board
Size diameter 96m
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2.23 Rick Stevens(b.1958)

Joseph(2007)quotesRick Stevens thus;

AWhile the shapes in my work may come from observing natiueg, may alsoake
on symbolic implications. Aine can symbolizena n 0 s need for stru
spotted patternpermeating throughout express the life affirming hursairit that

refuses to be constricted by barriérs(Rick Stevens

Also he declared,

ANature is an inroad to my spiritual pat h.
element. It illuminates all we see. As a landscape painter the critical concern for me has
always been not jughe subject and compositiobyt chosing the light to portray it i

(Rick Stevenywww.markgallery.com/ricksevens.

Stevensvas motivated while in meditation in the Woods Lamdis led to exploring and
experimenting withabstract landscapes of objective and -nbjective subjectsThe

attraction to nature, woodrees, orchards, fieldgndscape, the forested areasl streams

continues to inspire Rick Steveri$ie themes of his works evolved frahe connectedness

of theinterlocking network of branches and the filtering of sunlight, with frequent changes

of shadows.His works involve two ingredients in what Collier (1967) refeto as

Ai ngredients of addition and r educetliyorn, 06 t o
to gain a design from a result of human sensitivity. This process is described as

fdevel oping theme. 0
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St evens 6 or g #atweredewvedoped ramanaturecinilieenced the sensibility of
the researcher. The earlier studies of his warkee basisally depiction of the real world
(SeeFig.10), but the spiritual aspectsf his works form the basis for understandimmywv
concepts are developetihese works also reflect his interest in the natural world, spiritual
activities and philosophicdaheories including Eastern thougi@riental world) from one
angle, celebration gdure colour and form from anothdt.becomes a meditation on nature,
spirituality and the universesan Floating Dream, 20Q3eeFig.11), He paints and draws
with a langage of intuitive expression that is supported by a lovely, romantic spatial
organization, one that encourages the viewer to discover receding planes of space through
shifting and overlapping reamhgles. He embodidss works within a realist traditioand

one based ro abstraction as ithe contemporary culture ofhe postmodernist. The
expression of ethereal environment is basedhanrhythm of nature. This completely
eliminated the horizon in his works but achieved illusion of space through floidiityes

and interaction of shapes with colour and symbols moving into dynamic compositions.

All of Steven®works in this review express the artist's ability to abstract his observations
of the visible, natural world into beautifully organized patteiftse abstract decorative
compositions of form and colour all helped his ideological structures makingithera
modulationof a spiritual realn{SeeFigs.12, 13 and )4He vividly used dark vertical lines
from oneedge of the canvas to the other. Thershorizontal lines and blends oblours
create planes that leadto each composition. The dots amfuenced by reflections as a
result of highlighting.This aspecbf St e v wonks heelped the researcher in translating

charcoal market from the real vid to an ethereal environment.
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Fig: 10

Artist : Rick Stevens
Title: Dappled Snow,
Medium: Pastel

Size 15x17Image
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Fig: 11. Fig: 12.

Artist : Rick Stevens Artist : Rick Stevens
Title: Floating Dream, 2007 Title: Western Spac&010
Medium: Pastel Medium: Pastel

Size 470x470 Size48x42cm

Fig: 13 Fig: 14

Artist : Rick Stevens Artist : Rick Stevens
Title: Land of enchantmen2010 Title: SemanticSpaces2010
Medium: Pastel Medium: Pastel

Size 48x48cm Size48x4&m
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2.24 Burns Effion (b.1965)is a designer, artist and a&mvironmentalistin his wordsg |

am part of humanity, in search of all what art can offer my works especially those
emanating from scannn g t he v ei n siswork iiClinate Somg (2010) (See H
Fig.15), portrayse nvi r onment al probl ems. He | i kened
problems to those pycal of developing states as a resulteatessive cultivation, and
increase cutting of timber causing depletion loé forest reservet is inspired bythe

climatic condition ofthe environmat. All over the world todaythe familiar tune is about
savinghumanity from O6man mag awbEffiannrefes t6 massé ur a l

imbalanceor disharmony in weather and climatic conditions

Thatched houses aegranged in a formal order as in a city environment. The composition
is fragmented into three major undefined compartments, houses, irregular outlined
undulating circular forra which seento represent the sun andg iactions on the eeo
system. Atthe top rght corneris what looks like a bunch of flowering maifendered in
green and violet hgaas if flying, probably because dfie heat. The work is full of jubilant
motion like tied balloosreleased from the horizon. Thesearcher sees the green indhe

as what couldepresentdisappearance of life from the environment due to the impact of
global warming. One noticeable thing herehiattthere is no human form sdarthis work.

It looks deserted, coulid possiblybe as a result of the effecf the condition that makes it
uninhabitableto humars? The entire environmensitaken oer by a dominant colour of
brownish orange signifying dryness. Circular motion is been highlighted with yellow and
orange sggesting the changes that ocauirthe ozonelayer while the changes assume

different dimensionThe plant life is fizzling out as showin diagonalmotion. At the

29
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foreground and all througihe thatchedhouses, thartist uses black to create movement in
horizontal orientation.This work is not redered with a restrictegalette like in this
research, but the artist useewf warm colourgo depict the effect of global warmiras a

result ofdeforestation

Fig: 15

Artis t: Burns Effion

Title: Climate Song, 2010

Medium: mixed media/oil on canvas
Size 147cmx84cm
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2.3  The use of allegories to depict societal issues and human conditions

Artists are apt to use allegories as a means of depicting societal issues and human
conditionsin their works which meanings are natcessed directlyThese works are
rendered irarestricted palettéArtists like Jari Jacob (b.1960), Kolade Oshinowo (b.1948),
Obiora Udechukwu (b.1947), Pablo Picasso (b.1B®#13), and Robert Motherwell

(b.1915 fall under this category.

2.31 JacobJari (b.1960

JacobJariis a conceptual artist and a social coemtator According to him,6 The non
representational nature of my work allows the viewer to engage closely with the medium
thereby bringing a fresh and most i kel vy,
His works are basically conceptual whicktomment on social issue®lating to the
happening in every facetof our day to dayexistence. His work mimid¢he society
projected through the restdien of the discarded to give therontinuity. His philosophy is

based on seom chance. Everyone deserveseaond chance to makenend. He cited the

metaphor used in Ezekiehapter37 and versek2.

Verse lw h i ¢ h Thehand sf thé Lord was upon me, and carried me out imiklst
of the valley which was full of boneg¢Verse2) And caused me to pass by them round
about:and,behold,there were very many in the opealley; and lo,they are very dry The
bones represent the discarded pieces thraway and by an inspired idedari found
amother life for them.The dry bones can still live again. He would usually pick piedes o

discardedmaterials by tailors to give themn ot her | i fe instead of
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leave pieces of ubehindwith the tailorse ach ti me we make a dress
represent us, our collective aspirations. It is by picking them Iatkie can fill the holes.

These holes perhaps represent injuries swestdg us as individualor as a Nation that
requireour dtention. It is by reinvesting the pieces to give the second ahdmat the new

can emerge. Thevorks could infer a natioiholed, perforated like biblical saying in the
bookof s ai ah chapter 42 Buthisapeopl2 ®bbedhandcspoiled;e ad s
they are hid in prison houses: they are for a prey, and non delivereth; for a spoil, and none
saith, Restore He elabortes further that his works shdwow life is reintroduce where it

was once extinguished. The researcher sees this as a dialogue of holes in a puzzle, an
experimental undertaking to advance the role set for us to bring to fore what is absent in

each hole.

Fig.16 shows o6 T h e P01y tmixed media on canvadari incorporate cave art
aesthetics into postodernist aesthetics that acceparriage of conveniend® develop a
new idiom. Aview of thiswork from a distance revesah narrative accounsf a hunt
represented with silhouet®f running anima and two men in black superimpasen
bulletriddencolourful fabric. This represents an allegory of the country that ishenrun
to mend holes. Though the animal and roan only be seen throhgerforated bles they

are visible enough to create iamagery that exparsdour views andonfront our existence.

Saliu (2012 observest hat AMA rtihdosut C o | showm inFlgs 1d@ and 18,1 1 0
demonstrate phiosophical content. Both works weeproduced withabric offcuts. He
described the works as blue rings arranged in simgpgeat pattern and as blbettons

randomly repeated. The works seem to rentiredviewer thatlespite the short comings of
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the country which looks as though there is no hope, ther@rr@accountable positive and
progressive potentials in Nigeria. The perforated holes seem to signify negative situations,
but this could be reversed. The according to Saliuimay be empty holes a sign of
hopelessness, btiiey containlots of hopes ifonly patience is exercis@dThe worls are
reminiscenbf those produced by eolour field artiswhoseuse of just a colowran have an
impacton the beholder Whenviewed side by side Mark Rotb& black canvases and the
works in this research, Jaworks arehighly evocative. The&eommontrends in his reviewed
works arethe holes and the utilization aiscarded clothingnaterias to create allegory
without necessarily s i ng ar t i she artist wastill able to make statemehis

the human condition which this research exemplifidthe burnt holes ob Wi t Gadourt

I &1 I 6 r echaood énearontménewhere the researcher derived inspiration from.
F— _ .
s ". 23820238 1
> B
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Fig.16

Artist : JacobJari

Title: The hunt, 2012.

Medium: Fabric.Mixed media on canvas
Size 88.9x119.4cm
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Fig: 17

Artist : JacobJari

Title : Without colour 1, 2010.
Medium: Fabric.

Size 88.9x119.4cm

Fig: 18

Artist : JacobJari

Title : Without colour, 2010.

Medium: Fabric.Mixed media on canvas
Size 88.9x119.4cm
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2.32 Robert Motherwell (b.19151991)

"Every artist's problem is to invent himself." "Most painting in the European tradition was
painting the mask. Modern art rejected all that. Our subject matter was the person behind

the mask.-Motherwell

Mot herwel |l 6s painti ngsbeteeendtdbe pmst & dfs éds uaeth
death in his popular paintingiElegy to the Spanish Republic Sé¢e Figs.19-20).
Thesepaintings explordnis passion of symbolic associations that convey the tragetthe of
Spansh war and the human conditidde createdarrays of black and white relationshsp

which take the spectatdhrough a journey oblack and colour units. This gives an
impression ofweighty black image with auggestiorof movementlowing from one end

of the canvas to the other.

Mot her wel | 6s -bke lindhgescledamiaenayer & @ hsignature and passion
considering over 200 workise executedising the same themelis use ofa restricted
palette shows how important statensatiout issues that dwell on human condsgican be
depided using a symbol in a simplifiechanner Mo t h e r poktital exEerience and
understanding of human miseppnstrained him to use the flag of his nation as the
dominant icon for expressionith hanging hopes in a countbedeviled by civil unrest.
Experimenting with a techniguof emotionally charge brush work, he developed his pw
idiom that is uniqueThis is asa result of the influence of Expressionist andr8&alists
techniqueof spontaneous and provocative use of heavy black shalp&tsact imagery to
express feelings. It is said that his influence came also from the writing of JamesnJoyce
the titling of his paintings, drawings, and prints throughout his career. A poem by Spanish
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poet Frederico Garcia Lorca gave him the themé®Etegy to the Spanish Republic

Part of the poemreads,ét he EIl egi es use an essenti al C ol
is as basic as the polyphonic rhythms of Medieval or African or Oriental miikie.lisage

of colour in his paintings isithout visible modulation which differs r om t he r esear
approach. His lines are boldly defined in vertical and horizontal dripping formation

contrasting with the renderings in this research.

Fig: 19

Artist: Robertmotherwel{American,19151991)
Title: Elegy to the spanish republic, 70, 1961
Medium: Oil on canvas

Size 69 x 114 in. (175.3 x 289.6 cm)
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Fig: 20

Artist: Robertmotherwell(American 19151991)
Title: Elegy to the spanish republic, 57, 1967
Medium: Qil on canvas

Size 108 x 84Inc.

2.33 Kolade Oshinowo(b.1948)
The subject of women for artistexpression in painting is noticeable®s hi nowo 6 s

elegantrendering of theubject matterBuhari 013) quotes him as saying that,

The use of female subject is a universal and it has been so through @ges. The
female is endowed with a form that is as complex as it is beautiful. The woman also
adds to her beauty by wearing various forms of headgear and adding accessories
such as ear ringseck,laces and bangles of various sizes and materials. The female
body represents the beauty and challenges of womanhood and motherhood. These |
try to capture in my paintings.
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Every work of his in this review shows a ebtation of womanhood in sharp contrast to the

woman formillustrated by De KoningdNomanl | | 6 ,Fig.489 5 3

His recent exhibition in 2012 can be regardea aslebration of Womanhood@he woman
element that dominatemost of his works is an expression influenced by imsnediate
environment. The energy of his works, the strength of forms and lineanekegnd colour

are knitted together in a unified entity. Oloidi (2012) observes that Oshinowo imageries are
well fed with very profuseornamentation through muliariety of organic and geometrical
patterns and aquatic formations that are integral tofabeic used in compositional
material.Oshinowo is drawn to exploring interaction and connectedness of every strand of
the society viewed from the arfiss | e ns, womgniincelegant@nd tsupeailet

postures that celebraterh@erson, taste, dess and form.

The researchérse r i e s  m PPa@sB®6EDeontrastwith Oshinowd & this review
This is because the women depatare integratedto a grey and dark environmenmthile
Oshinowo shows them intheir daily activty with the object of theitrade in another
environment. The environmeavidently impact on the way thavomen dress and look.
isobviousi n Os hi n o wsdhatthe wwomanrdéspite lger daily chores is attired in a
colourful decorative mterial unlike inthe paintingsof the researcheHis design elements

are wellexpresseah calm pictorial composition.

He also developed a painstaking approach that gives attentietaitin the exploration of
the female formAn exploration of this kind opengp the understanding of the place of

artistic appreciation ahe fanale form which carriemtrinsic meaningThe subject matter
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of femaleformsin Os h i n wvavkes givescredencdo his quest in celebrating them such

as inFig.21, Sisi Ologel,2012andFig.22 Discussion 2012

Fig: 21

Artist : Kolade Oshinowo
Title: Sisi Ologe 2012
Medium: mixedi media
Dimension 122x91cm
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Fig:22

Artist : Kolade Oshinowo
Title: Discussion,2011
Medium: mixedi media
Dimension 122x122cm

fiSomeone Burnt the Budh1989) (SeeFig.23 is an aesthetic interpretatiasf what
characterizedNi geri ads country si desrevieigdgis workbyr om t h
Oshinoworeflecs a relationship with this research on the issues of environment which is
thefocusspecially in Pl ate. XXmawardlwinning palting e Be h
on environmentalissuesis like a lamentation of one who has lastvital thing The
background captures trees antbush in intense flame. At the foregrouack patchesof

colous that represent thglow of fire which givesa feeling ofwarmth. Gushem (2010)

describes this work as one of the most visuialtgnseand conceptually challengingorks
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of Oshinowo It is dark somber, rendered imixed mediaHe affirms that Oshinowo felt
that there was a need fdine conservatia of the wildlife. His method,according to
Gushem re-choreographed the bung procesdy setting fie on the painting boardand

poignantly highlighing the uncomllable havoc that the fire couldreck.

Fig: 23
Avrtist : KoladeOshinowo

Title: Someone burnt the bust989
Medium: mixedi media
Dimension 51x63cm
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2.34 Pablo Picasso (1881973)

Pablo Picassim (Moffat, 2010)states that,

Everyone wants to understand art, why don't we tnynterstand the song of a bird?

Why do we love the night, the flowers, and everything around us without trying to
understand them? But in the case of a painting, people think they have to understand
épeople who try to ekupthewrongtree. pi ct ure usua

This is a statement by one of the prolific, very proficient artistenodern arthistory
having gone througta period of experimentation in different media in articulatihgs
expressi on and préfieiendy inmandling mBdiacvasswellonbtised as early
as 1894 a display of unusual talent his age. His concept development started with
copying the old masters, imitating their style and this resulted in formulating a personal

idiom.

By 1906 Ptass® s s foranew Wways to depictorm evolvad and developd through

practice. Hisapproachand experimentatiowith Cubismchallengeghe understandg of

visual realitiesEvery part of a work is fragmented to create an illusion of reafifgrm in

spae. His quest for innovation led him from one style to another expressed in a wide range

of visual expressions. Heas alsonfluenced by ancient IberiaAfrican sculpture and by

the paintings of Paul Cezanne. This birthed a new move and a point of departure from
careful presentatioof illusionary spacel n t he 1900, Pi cassvasdos bre
evidentespecially after the death of one of kisse friends Casagemas in 1901In the

biography of Pablo Picasstoffat (2010)quotesPi casso t hus, il bega
when | real i zed t hThisshd@va bow @ givea situatamudd affecte d o .

the emotion ofartistsand reflect in their worksAt this period he was saidto depict his
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feeling aboutestlessness and loneliness, isolation, unhappiness, despair, misery of physical
weakness, old age and poverty; all ofitinslsadeo f bl ue. dPodtastei®b 6s Bl u
1904, the OBlued paintings ecpghasized tthe sombneo od cC

quality infi e old Guitaisto (1903)

ALe Demoi sel | es, (HeégR4),dgsnaofmgmentatio® & Gvpmen forms
which influenced the formulation of @hism in 1908. Cubism is the depiction of a
composition of shapes and forms abstracted in amvall effect that unifies each
component in spac&heflat design is made up of five rigid nud@sgarded as prostitutes

in a brothel)and fluttering draperg spread over thenNoticeable are theifaces which
seem to be@nassemblage of Africamasks The characteristics in this work are rigid lines
usedto fragment the forms, placolours and a limited palettAccording to Janson (1964),
Picasso in this wilx used human anatgmas simple rawnaterials.Limbs, breastsand
faces are handled with sovereign freedom. The original identitgnger matters, brats

may turn into eyesprofiles mergewith frontal views,and shadowkecome substancan
60endflleosws of me.tThismwdepherpsessorohas also influenced other artists
like Piet Mondrian and Georg&raque. It marked the voyage of creative force wiese
work engagse viewers in arinquiring situation andoecome part of the interrogatakthe
work. The fragmentation of forms is mimiekd i n t he O&6womand seri e
researchthoughP i ¢ a sadoor 8chemas dominated by earth colaiblue and a dark
shads. Thewoman in his work iglepicted as sex symbolwhile in thisresearch she is

represented as a hard working woman despite her challenges.
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Fig: 24
Artist : Pablo Picasso

Title: Les Demoiselles d'Avignon19067
Medium: Oil on Canvas
Dimension 9 6 x 92 0

Guernica 1937, shown inFig.25i s one of Picassob6s popul ar
is seen as a symbolic paintititat represents war his allegoricalwork is rerdered in flat
patterns with clearly outlined cwafff shapes from newsprint. It describes terrible
agonizingsituationof war overa nation.The artist was said to been moved when he read
about Guernica in the newspapkle depicted avoman to the leftvith her dead baby in

her arms. Mitilatedcorpsesandbodiesof dying figuresaresuperimposed ia stampele at

the foregroundThese seem to represéhé torment of innocent civilians massacredruyir

the bombing of Guernica. 8ying soldieris shownlying on the groungcreaming in pains,

rigid arms,andwide open eyes in agorprobablybecause of the ordeaiflicted on his

body. He clinches to the broken sword from which sp@utlower, symbolizing life after

the war. A wounded horge ripped open and spear is thrust into its batkrepresent the
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cdlapseof the Spanish peoplerought tother knees by the Rsciss. A woman desperately
tries to flee from the bombing, with her twisted body, runnimghe midst of ensuing
calamity. This illustrates how the innocent society is affected by things likar. A figure
holds a lamp, the head and arm protrunlgtsof a window that opens out to form part of the
narrdive. The image is aymbol of what will draw attention of the world to the violent
incident of the war. The bull with ferocious look, most ligly represerstthe violence of
the Fasciss responsible for the massacre of the peopleScreaming figures shown
moving toward a tiny window ofier burning houséWith outstretchedarmsin helpless
horror the looks up with ampenwide mouth in a screamf pain and resignation to the

anguish

The anguish was so terrifying that Picasso presented a horrifying situdtppelman
(1999 affrmst hat @t hisontnuitg ef tifeeis that of the sudden change from life
to Deathd. This compsition portaysbrokenness opeacefulatmosphere and love ftife
above deathThe colour scheme of restricted palette was inspired by the black and white
newspaper photographs that conveyed the cruel reality, agonies and atrocities k¢ war.
usedgrey, white, and black in this paintirtg represent black dayP i ¢ a ganong s
spoke out against the war and injustice perpetrated against dedegyselesgeople
Kopperlandfurther states that f dire the $ymbol of light is to giveontinuity to
discontinuity. He portrayeda ulb made byhuman and imprinted into theunto signify
that light is needed in this dark situation over the stricken horse. What doewdtks
portend to us? Every part of this work is full of philosophical significahae unveils the

heart of humans aginst one anotherThe useof colour is significant indepicting a
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sorrowful atmospherehe fragmentation in space and tirumstances of discontinuity
from life as in this researcihis can also be related to life @ftree that is discontinued by

cutting it down to make charcoal.

Fig: 25

Artist : Pablo Picasso
Title: Guernical937
Medium: Oil on Canvas

Dimension1 38 x 3080
(Source: Art in our times, A Pictoriadistory, 18961980)

Marie-Thérése 1931portrayed inFig.26 is a face and arofile work of PicassoUnlike
his other works of the Rose anduB periodshe presentsn the worktwo headed beirgy
that face each other as in a kigst ina mannerism ofiis Cubist approach. The eyes look
directly at the audience. The profile positioning obtiaces is obvious. e one with a
head gear on the right seems to assume different bedheh overlapto create a
connection that fusgdhem together. One aspehat is intriguing in this composition is the

three faces depicted on the same bliddy a puzzle. The shade of gray and bold outlined
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compodion is executed to possiblyortray lovers ina silent act away fromthe glaring
activities of others. This couldlso signify deception®f humanwho can betray one
another througtdowble dealing.Although this workanchors ora sociability issue, itis
howeverlinked by colour scheme and bold outliteedefine formsa method employeih

this research

Fig: 26
Artist : Pablo Picasso

Title: Marie-Thérese, Face and Prof{lelarie-Thérese, face et profj] Paris, 1931
Medium: Oil on Canvas

Dimension 1 38 x 3080

(Source Guggenheim museum

2.35 Obiorah Udechukwu (b.1947)
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He is arguablyne of the respected Nigerian agistho haveraversd different aspestof

the arts. One of the interesting aspects of his wornksefdgew is his lyrical conversation
The use ofa restricted palette is evident in his nalyopictures which depict theuman
conditions especially emanating frahme civil war Aig-Imoukhuede (284) observeshat

dhe most strikingqualities ofUdechukw@ #vorks are their spontaneity and their lyricism.

In his abstract mooddyis lines became personal communication of the mysterious and
mystic pulling the eyeearand the mind along with hypnoteffecth Earth colours are
mosty used. linesare rendered in black and white to emphasize fétim black washes on
paper and drawings are all representing the prevalent circumstances of the period. Social
isstes became important to him such asdbardty of water and other themes that portray
woes ofhuman Lawal (1984) reveals thatdle ¢ h u k w u base speoial foais on the
poor, the down trodden masseghose social condition is sarecarious that they amot

sure of the next meal. Hdid not only highlight the urgency of their plightind by
extension, the corddictions in the human conditi but also reaches for the inner recesses

of our psyche.

According to Ikwuemes(2004), Udechukwu and his contemporaries at Nsukka played a

very important rad in the history of art in Nigeriduring thepostwar period in changing

the face of Nigeriads vyouistjimagesdre elamestsrthamt t h
enquire into social discourse often constituting what makes his lyrical inscriptiotuaatul

identity. The work then becomes a reference and a commentary on critical issues of
concern in the society. Campbell (1993), S

woman of the exile traino duringddfdcesort hi rty
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ladies wio wielded the gunThose who performed diplomatieatswere not thesubjects of

his artistic endeavourather theabandoed the widowed and homeless women wérne

focus of his illustrationsOne of his works, presented Fig.28 6 Wi dow Woman ar
c hi |l dr e isobsgrvedbihéresearcheto bea reversemagewhen compeed to the

images ofthe womenfolk inOs h i n gantingssvho are elegantlydepicted toreflect

their class and statuSome of his renderisgare conceptuah nature without decipherable

forms. In this studyalso,theresearcheconceptualizé womenand their activities of selling

charcoalusingarestricted palette.

Fig: 27 Figs: 28

Artist : Obiora Udechukwu Artist : Obiora Udechukwu

Title: Widowed Woman and ChildretB76 Title: Widowed Woman and Children 1971
Medium: ink and wash Medium: GouachePencil

Size56x38cm Size: 32x24.5an
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Fig. 29 - N Fig: 30

Artist: Obiora Udechukwu Artist : Obiora Udechukwu
Title: Refugee in Desolate Landscape, Title: Organic Forms
Medium: Watercolour Medium: brush and ink
Size 46x61cm Size 46x6cm

2.4.1 Aestheticconsiderations in developing concepts in painting

The concern isdevelopinga structureof painting that expresses its own psyche conveying
no symbolicmeaning. Theconcepts are nobecessaryimitation of nature. The warks
represented under this categamg exempified in interrelationshipof limited vocabulary

and colour and lineThe conceptual framework in this research was developed from some
of the works of the artists under revieAutists reviewed are Piet Mondrian (b.18¥244),
Franz Kline(19101962), John Virtue (b.1947%ong Stnam (b.1938), Paul Klee (1879

1940) and Cathy M. Woo (b.194&)ll under this category

50



2.4.2 Piet Mondrian (18721 1944)

A member of the Leyden grouMondrian wasregarded as one of the influential abstract

painters and leading theorists of abstraction. He pioneered a rigid form of abstraction that

did notabstract from natureut evolved from horizontal angerticallinesand right angles.

His publications in Detgl magazine carry his thoughts and theories and the manifesto of

Neoplasticism (Paris 1920Q)affe” (2008) uphokithat;
6De Stijl 6 prides itself on being a | ogic
the arts; it has a pronounced ideological ahtar, which cannot be accounted for
without investigating the adjacent planes of cultural activity. Contemporary
phil osophy deeply influenced the artists
the movement, the new and quite different scope theg haimed for their art can,

up to a certain point be traced to certain trends in Dutch philosophy during the first
years of the 20th century.

The art of Neoplasticism assumed its own charsties based on works that sought
purify art of natural attributes Its principle is also devoid of the application of colour
harmony with reference fatistinctive renderingf basic coloupigmentation. Thisrtistic
movement investigatesnd depictsart whichis anoutcome ofcontemplation omatureto
projectd6 Un i v er s a ld Thisganibé achieved thnough wiiatffe (2008),refers to
a s N maidally eomeollable technique; dividintheir square canvases into a system of

smaller squares, and basing their composition on this exact pattern

Al-Saati (1990nlso observes that,

Neo-Plasticism demonstrates the exact order. It stands for edoéiyause the
equivalence of the plastic means in the composdemonstrates that is possible for
each, despitdifferences, to havéhe same value @be othersEquilibrium, through a
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contrasting and neutralizing opposition, annihilatesdividuals as particular
personalities and thus creates filieire society as a real unity.

The influenceof Neoplasticismon this research isased on what Hodg&011) calls

0Uni ver sal whacmobgcame its focus. This conc
i. Breakingdown of objects to thepurist stde to create balance.
ii. Expressngthe notionob Uni ver sal har monyd. using only

iii. Using grid-like paintings in orderto reveal the timelessness (no recofdime) and

spiritual order of the universe.

iv. Discarding anyfocal point of view with each segment of the painting receiving the
sameattention.
v. Creatingworks with opposing forces of horizontal amdrtical lines which create

balance, calmness and stability.

Mondrian accordingo Baxter (2008 wasattracted byCubism in the French capitRlaris,

which led him to create several paintinggntering aroundtreen c | udi ng Af |l ower i
t r e dMendrian developed a series of pa@ngs on the subject of trees from 1909
1913.These paintings show the influence abiSm from the paintings of Picasddis

works of this period developed range of grays (blue and black) and a network of pattern

of arcs ad organic lines to a more abstracted compositidnis influence of Cubism in

191212, led Mondrian to a search for simplification as seen in his early experimentation

withA Gr ay Tr ee o i NnThateedid strétched eut iR bolyl daBklicesating a

rhythmic structure through complexiof movement in the picture pla with the use ot

resticted palette His search for a pictorial langge using basic elemengdraight lines,
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primary colours, andheutrals of black, white and grey rendkre hi s pai nti ng i

vision of realityo.

Severalof his worksreflect the fragmentations of forms and a deparwoe nature. It is
apparentthat Mondria® stechnique has assumed a new meaning in termshef
transformation of the appearandenature into an interwovesurfacet e x t ur e . He sai

the work itself that has opened the field from which it appears anot her | i ght 0.

According to Mondrian, there are two opposing elements that make us to see art as
demonstrating and expressing universal beauty that does not arise from the particular
character of form, but from the dynamic rhythm of its inherent relationships. The t&gposi
between the subjective and the objective theedirect creation of universal beauty and
aesthetic expression of har mony and unity.
artist, the search for a unified expression through the balance of twatepgws been and

al ways wil | be a cont i n ucanonofsguiibrigmhé i to Thi
achievein his compositiorof the vertical and horizontal lineghich results toa balance

union.

According toSdz (198] Mo n dr i a ab8tsactigneveera intemdéddo express pure
reality and pave the way for a better world and a life of balance and equilibrium as
exemplified in his work. He was always in search of space based on a relationship between
opposing forces which forms the carkhis explorations. This is interpreted to mean the
contrast of countless and limited forms in nature. The human condition is regarded as
external and internaéxistentandnonexistentunity and disunity and so on. This search by

the society for equiirium is driven by the need to havelage that could accommodate all
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views. The restriction of his design to horizontals and verticals meheselimination of
emotion, the creation of anteractive relationship of primary colours, white and black. The
tension of his line and the purity of colour sought to transform the plasticity of nature into a

plane surface.

His art expresses itself only through simplified forms in -8f#l, reducingthem to

rectangles that creataterlocking relationships of colr planes in a grid of intersecting

vertical and horizontal lines. Four elements of painting are employed, line, form, colour and
space. With this he created no illusion of space and his soleanainflat on surfaces

thereby implying that a painting cloube reduced to basic fundamental concentratehio
MerleauPonty (1964)n Ross (1994¥tates At he entire modern hi st
efforts to detach itself from illusion and to acquire its own dimensions has a metaphysical
significance. Thi m every art liistywyoahdi btye @apghktdotl aitriao n

philosophical statuso.

In his paintings Kigs.31-35) Mondrianrevealsstages ofdlevelopment that culminaiato
the use of lines and rectangksggesting the mechanical precisiof the machine made

creating aesthetic order whichasa result ofCubist influence

According to Carel (2001)n Mo n d r leteemtaHs® Bremmer in 1914, he wrote

For when Iconstruct lines and colour combinations on a flat surice with theaim
of portrayi ng aé tbnscisugy as possibldatuee (ar §atdwhich |
see) inspired me, providese asit does every painterith the emotion by which |
am moved to creatsomethingbut | want toapproachthe truthas closely apossble,
abstradng everythinguntil | come the foundatiostill only anoutward foundatiorof
thingsé
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Mondriands work owes its foundation to hi
attraction to theosophical theory movement (a religious group) hé&dpge birth to his
major break fom regresentational painting to tutawards a conception of nabjective or

pictoriath pur e mtl @acKliei mer and Mamiya, 2005

His concept is developed by means of drawing a composition friragment of reality

into anoverall abstracvview of harmony of the universe To Mondr i an, A a
longer has to begin from an abstracted view of nature, rather a painting could emerge out of
purely abstract rules of geometytyemeansof ol our
horizont al and vertical | i nes t,oguidedbyst r uct
higher intuition ofh ar mony and r hyt hm. Mondriands worKk
preeminence and they were expressed all throiogthe edge bthe canvas of black

without depth.His concept development in this direction is a great influence to this
research féort. Schufreider (1997) posithat Mondrian exteretl the space of paintiras a

space within painting in his destruction of the tratitil spacef representational illusion

to the breakthrough afreatinggeometrical abstraction. This extension, howewneither
stogedwith the development of an abstract space in its reductioriofipg to the picture

plane norits pure neans of production. He observst Mondrian instead of working in

the space of abstract painting eventually revealed a new space for painting, opening up the
spacebetween the work and the wall as its true space, that is, as the space to which painting
itself belongsMondrian works exemplified how theoncept for this research wasriged

following his systematic process. The influence of the structure of his works can be seen in

the exploatory study othe charcoal marketit is observedhat while Mordrian eliminated
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attemps at creating illusion of depth annlaces of emotionin his worksto arrive at
universal harmonythe researchers position is that universal harmony can otherwise be
achieved without necessarily purging art of those componentsessis this research.
Colour is carefully arranged in predetermined mmar in squaresinlike in this research

where it is modulateds in Figs.31 and 32.

Fig: 31
Artist : PietMondrian
Title: The Gray Treel912

Medium: Oil on Canvas
Dimension 78.5x107.5cm

LR T

Fig: 32

Artist : Piet Mondrian

Titl e: Flowering Apple Treel912
Medium: Oil on Canvas
Dimension 78.5x107.5cm
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Fig: 33

Artist ; Piet Mondrian

Titl e: N.3, Compositiorin Oval, 1913
Medium: Oil on Canvas
Dimension 78x94cm

Fig: 34

Artist : Piet Mondrian

Title: Compositon with Red,Yellow and Blue,1920.
Medium: Oil on Canvas

Dimension 78x94cm
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Fig: 35
Artist : Piet Mondrian

Title: Compositorill,with Red,Yellow and Blue,193
Medium: Oil on Canvas
Dimension 39x35cm

2.43 Paul Klee (18791940)

| amexpected to do things a clevetlbw could easily make. But ngonsolation must

be that | am much more handicapped by my sincerity than by lack of talent or ability. |
have a feeling that sooner or later | will arrive at something valid, only | must,begin
not with hypothesis, but with specific instascno matter how minute Paul Kee
(Read 1961)

@&but one shoul d reali ze t hat t o be as [

essential mark of a geniaul Klee (Read961)

Klee expressehimself in simplifiedchildlike manner in his use of colour, form, and line.

To him we do not have to regsent the real world as it & reveaéd to us but what is
behind reality. According to Kleiner and Mamiya (2005), Klee studied the reality behind
visible things and nature avidly, taking special interest in analyzing processes of growth
and change. He coded these studies in diagrammatic flonwiébooks, and the knowledge

he gained in this way became so much a part of his consciousness that influenced the
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Apsychic i mprovisationo he used to create h

and perspective of a child, a point of nosialgnd return to childhood.

Paul Klee is a man of many influenc&uring his several tavels to Paris between1905

1912 he had coratct with his contemporaries likeagsily Kandinsky and Franz Marc. He
became consistent in his approach and techniquexdoe than thirty years, in Pen, colour
drawings, oill painting and watercolour. |t
in dark lyrical rendering and use of restricted palette that influktingereview of his works

in this research. 14915, Ke e i n hi s thé mare hprrifying this warld b@écome

(as it is these days) the more art becomes abstract; while a world at peace produces realistic

arto.

His journey to Tunis in 1914 had influenaksoon his colour. This experience made him to

decl are 6colour has taken hold of me; no | o
holds me forever. Colour and | are one. I
experierce which generates his concephe drive andmotivationto articulateexpression

with great emotion sustaims flair to the end. Resh(1961) arguethat Klee possess the

supreme intelligence amomd artists ofthe modern epochhoth in theory and in practice

Klee is said to be an incredibly prolific artist wbieeated over 10,000 artworks over his 40

year career, which is more than almost any other artist in history.

Line is a major characteristic of his paintindgld definitive dark linesare used to
segment and fragmettte canvaseander reviewK | e eef@esentations can be seen as a
childlike art without recourse to formal organization in line, colour and form. Each painting

here is carefully calibrated witlan austere and restricted palette. His art share
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contemporary concern that is rooted in his eigpees and sensation to coloutés works
are subjective expressiarof lyrical patternsmodulatel in space without perspectivéhe
paintings are characterized bjstractorganizatios of colours and lines that intersect
createinteraction ofharmonious entityThis is reflected in hisnterest and @ncern orthe
environmentdegit ed i n @A Af t e r(SedFig 86), Mdstobtlke painlings3car
only be intepreted by him though a contemplation sotidal issues. The works stimulate
the imagination of the viear because of their surrealist characteristics. Noticeable are
undefined mysterious patteyrand images that make one to ask the quediidthat is
this® This is also reflected irother paintings (Sed-igs36- 40). Line is a mgor
characteristic of his paintingslhe definitive bold darkline isreplicated in this research to
fragmentforms, in contrast to Keeds lineswhich arelike alphabets on a tablddis works
expresdyrical patternsn space devoid of perspective whishat variance wittihe study

on charcoal market.

Fig: 36
Artist : PaulKlee

T Title: After the Floods1936
Medium: oil on canvas
Size:47.9x62.6cm
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Fig: 37

Artist : Paul Klee

Title: A Gate, 1938
Medium: oil on canvas
Size 44.3x60cm

Fig. 39

Artist : Paul Klee

Title: Death after Life,
Medium: oil on canvas
Size 44x46¢cm

Figs: 38
Artist: Paul Klee
Title: The Captive1940
medium: oil on canvas
Size 38x41cm

Fig. 40

Artist : Paul Klee

Title: Contemplation1938
medium: oil on canvas
Size 47.2x65.8cm
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2.43 Song SuNam (b.1938)

A Summer , 183 dnk on paper(SeeFig 41), portraysan influence othe abstract
expressionist movement of the 2@dntury It is a work of similar rendition as those of
American painters |like Morris Louis (Selz
fantasy, imagination and sensibility of the Orient in engaging the philosophy of
aestheticism. His focus was orea and abstract symbols modulated in flat planes and
shapes obpecial kind of treesin a personal wayThis was achieved through the use of
subtle tonalvariation of blackrendered in broad stretchesink washes; creating depth.

The vertical orientatimof i S u mM e e ersatesanimpression of curtain slabs opening

and an arrangemewf panels on a stage for exhibitioh is a knd of poetic geometric
surface with open and close flappvement. This work also shows a native rendering of the
Asian ink on paper bualso expresses a universal character. That is a character with
freedom of expression not tracealbleo a par ti cul ar comtrolwitheon ment
interplay of avertical aientation creates a harmonious relationshiprobrganic sequence

on a twadimensional picture plane. The relationsbftharmonious flow of subtle tonés

planes loosely rendered iadaptedn this research in plates LIl & LIV, Harmony in Line

and Cobur 1&Il. The broad stretchesf blackare similar tothe reviewed work of Franz

Kline and Robert MotherwellTh i s ma k e gainti®goam geitis/ of a structured

aesthetic relationshipot relatingto any particular place.
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Fig: 41

Artist Song Senam

Title: Summer Trees1983

Medium: Ink on Paper

Size:26 1 5/8606 high

(British Museum, London)

2.45 John Virtue (b.1947)

John Virtueinterpreted the landscape and skyline of London in black and white. With
restricted palette he created an atmosphere of planes in varying trell@voke a sense

of mystery. He discaed the use of colours as theyrevaccording to hima distraction.

The nonochromatic paintingy of Virtue are said to bafluenced by Franz Klin& s b | ac k
and white seriesThe skyline depicts a smoky and a metropolitan melancholy in passage of
time. Noticeable ighe continual movement of connected blurred elements ifererft

shades/alues of black. The arrangemeott patterrs of light and dark forme creats a
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fascinating and interesting configuration. Virtue masterly and skillfully handles the use of a

restricted palette in a gestural mannethef Abstract Epressionits.

Works under review here do not onlyosv black and white but sparase ofumber (earth
colour) as in the works of Ded6ning. One can vividly see the law of oppcsitevo
extremes) at work on each canvas in a dramatic consequential appeahanse of black

and white movemerguggestedn his paintings is not to reflect an industrial environment,
but rather to showlife of a city celebratedh black and white. It is a restricted palette that
elicits emotional or contemplative reactions in viewdisis is because his rendering goes
beyond existing boundaries to create individual analysis of events and modules. This
coexistence is viewed by the researcheraakind of harmonious relationship of the
opposites to achieve a common goal in a societynahy nationalitiesAccording to
Schama 2 0 OvBtye's Blacks and whites areplarizedabsolutes: they drip and smear
each other with gleeful impurity, much of the white flecked with a kind of metropolitan
ashiness that gives the paint guts and sulost, much of the black, streaky and loose, like
road tar that refuses to &dile described/irtueés paintingsashavng been made as if much

of contemporary art, or rather the fashion of contemporary installation art, had never

happened, or at best igaile distraction from more solidly enduring things.

His technique involveBnear architecturasummaries thatapture the lively activitiewith
their simplicity and calmness of London using shellétack ink andwhite paint.
Employing the old masters tradition, he captured a visual document of London from his
perspective, the torrent of the city life as if in an industaghosphex in a few

vocabulariesHe use washes of light earth colouslack and whitdoy smudgingon canvas

64



revealing a transparencwhile in this research; the modulation of colours was carefully
done with palette knifeVirtue neither employ lineas a narrativeof events nor is it a
prominent elemerit his depiction of thenvironmentThrough his critical explation, the
outcomesarenot easily determined as thayenot situated within an organized framework.

With this procedure, hignd resultis predicated on the subjective rationaliyi r t ue 6 s
attempt at representing his works in black and white and earth cadaauharacteristic of

this research othe study ofthecharcoal environment.

Fig: 42

Artist: John Virtue

Title: landscape 301

Medium: Acrylic, ink, shellac emulsion & earth on canvas

Size 275 x 330 cm
Collection:Arts Council Collection
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Fig: 43

Artist: John Virtue

Title: Landscap&15, 20032004,
Medium: Oil on canvas,

Size 200x 125 cm

Collection:City of London Corporation

Fig: 44
Artist : John Virtue

Title: Landscape Nd268,1994 1995

Medium: Black ink, shellac & acrylic on canvas
Size 183x 184 cm

Collection: Towner
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http://www.bbc.co.uk/arts/yourpaintings/galleries/collections/city-of-london-corporation-539

Fig: 45

Artist : John Virtue

Title: LandscapéNo0.662, 2003

Medium: White acrylic, black ink, shellac & emulsion on canvas,
Size 183 x 183 cm

Collection:Government Art Collection

Fig: 46

Artist : John Virtue

Title: LandscapéNo.763, 2007

Medium: Acrylic, black ink, shellac on canvas,
Size 244 x 366cm
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http://www.bbc.co.uk/arts/yourpaintings/galleries/collections/government-art-collection-537

2.46 Willem de Kooning (b.19041997).

An abstractexpressioist and a part of the Nework Art Schoo] Willem de Kooning
worked on a resticted palette. From 19469 his works showw h a t is called
abstractiod and 6 Bi o mo r.pBhlGacc ka bFsrtiRigaadytisi aofod etéch

shows how he integratesegative and positive spaces to create surreatteftd dark and

light. His paintings at this period were as if a camouflage witlitinct identity. They
reflectthe interest to depict his environment which is claimed to be inspired by New York
Cityimageryi B1 a c k signifiesda aarkoand terriblday which is not easily forgotten
because of the negative experience of that Wagtor (1986 , affirms that de Kooning

used both black and white paint, rather than letting white paper show throudbsétée
the results as Osweeting wh iblack graundyceenting o f
writing intertwining shapes that suggest figures in a landscape setting but without any

specificity whatsoeverd.

Women are thought to be the symbol of beauty,rglo and fertility.
representation of them is graceful and delidhtaigh with some few exceptioride was

said to have started painting women regularly in the 1940s and by 1950, he began to
explore the subject of women seri€3ne of his worksof this series is9Voman 11,

1 9 5(Se@ Fig48) characterized by energetic brush strokes and twisted forms that created

a dialogue between human imagery and abstradtion.h e  wpaimbe nith torrerst of

dripping pigments, createdbrant fabric of cb our 0 Sel z (1981). Thi s
single figures on each canvas in an imposing framework of angular shapes concealing

violently distorted figure with exaggerated female features (breasts and ljis)women
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series though gruesome as it ns@em,is not toally abstract but a combinatiari various

elemens boldly outlined Every stroke of his is aggressjjea gest ure of vi ol

femal e bodydod. He i s as if a man hurt by
emotions on canvas by dgerl brush strokes and energetic application of dark pignant

fragmentation in the @bist mannerism.

His approach of handlinggomenformson canvaseveals a directiom a bid to arrive at a

point of realizing a mode of expression. His painting ex$tef progressing from figuration

to abstaction was the other way rountwas reported by his wifElaire that he was never
satisfiedwith a concept ah that there aréapproximately200 scraped away imagon a
canvas before the final odiedther notieable features in the paintsgre wide swaths of
colour, densely congested canvas with brush strokes, lyrical loops and twisting lines of
colours in a close up study that achieves immediate encounter with no depth. His work is
said to become definite force in the 1950#\bstractE X p r e s sart movensentthe

deliberate vulgarity and provocatifiguring contrast with the representation of women in

(S

thisresearchn 6 The Womand s etendeeces displayesl by worheaindei ol e n

Kooningd worksareat vari ance with Oshinowobés wor ks
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Fig: 47 Fig:48

Artis t: Willem de Koning Artist: Willem de Koning
Title: Black Friday 1948 Title: woman 111,195
Medium: oil on canvas Medium: oil on canvas
Size 43x38cm Size 6063x40610

2.47 Franz Kline (b.19101962)

e | make prel i minas lypaid dir@otly, otlieistimebestarthae r  t i m
paintngand hen paint it out so that it become:
When | work from preliminary sketches, I

my areas in a large painting by using small drawings for separate areas. | combine
them in a fiml painting, often adding to or subtragi from the original
s k e t cTheeesake certain canvases here in my studiee little one over theré
that |1 o0ve wor ked d painfing mostaf itgut and thenipaintngmo nt h s
it over and over again. t hi nk | 6 weKlingg 1058 (Direter, Haperand
Row.1962).
Kline was me of the Abstract Kpressionits fromNew York SchoalIn the 1950%€1e was
known for his black and white large, energetic brasiokes. He started developing a
structureof this technique ofpainting afterhe used a projector to enlargeblack and
white sketchthat expressethe power of his graphic style in large scale. He sees his
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works as a new form of expressionism derived from genuine experiences that translate
throughthe form. He believethat forns experienced are not interpretedn@an what

they are but they are usetb create a different meaning that is linked with intuitive
ability. His restricted palette of black and white to him is not a matter of proceduae but
sense of free association that tatasn from strt to finish. His methodologig based on

the influene of the cultural trend of the Abstrackfessionism of the 1950%his

method can be descritb@s free expressiomBetti and Salg2004) avesthato ab st r act
expressionistimagesare not images anything;they are a result of action. Rather than

|l ooking out i nto space at the horizon, it

from an airplane, | ooking down to the fl at

Klineé broad black fornwhich flows across the white canvasrendered in simplicity of
composition with brush strokes agibsitioned carefully. His works are as if a spliraér
wood, renderedn a manerism of his contemporarigbe gestural artis. The paintings
when viewed closely slw that white areas are not empty spaces but were painted in
white. His swathes of black are laidn canvas in a continuous motion of construction
(SeeFig.49 and 50He used commercial paints and hopse i n lirushe&exploit his
adventure ird thefield of black and whiteln some instanceisible coloursof raw and
muted primariesare seenn his works(SeeFig.50. The idea in his work according to
him is @yive what you have through your paintidgs w hmieandife should be a product

of giving Apart f r o msOMEd tehgeyr weol épahliedseitepratims raview r

which bears sembl ahisveorkd acasyhthesis ef 6ppositeglagkr o a ¢ h
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and white which philogghically meant life and death, a transition frome point to the

other as irife.

Fig: 49

Artist: Franz Kline,
Title: Harleman 1960
Medium: oil on canvas
Size: 134.6x259cm

Fig: 50

Artist: Franz Kline,
Title: chief, 1950
Medium: oil on canvas
Size 148.3x186.7cm
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Fig: 51

Artist: Franz Kline
Title: C andO, 1958.
Medium: oil on canvas
Size Unknown

2.48 Cathy Woo (b.1949)

Woo has spent the last 30years painting of which large part of it according to her revolves
around naturein her meditatie walk, she gs inspirationsfrom nature which wasisually

devel oped in the studio. AHer pne glimpsedn gs o1
moments of order i n a dMeyas 20d0g.The workrexploter a | e
visual patterns created by juxtapositioh amlour and shape. According teer, it is a

di al ogue bet ween Aorgani zed st raus tamylice and
a b st r drcheriworky saffold of lines emerge from thaidst ofa mesh of coloursThe

useof restricted palettas in this researchy Woo is a departure from her muéinlourful

canvas of organic lines and dd&he said,

| am excited that | am moving forward with my paintings on Plexiglas. | am quickly
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learning new approaches and techniques. | have landed on this series of "Butterfly”
paintings which still has remnants of my "Connect the Dots" theme. In addition | have
adced the related underlying symbolism of the archetype of the "Tic Tac Toe" structure
of dots and x's inside a grid as expressed in the | Ching, crossword puzzles, the game
of hopscotch and the Braille Alphabet.
OMedi t at i o nSe Big3.BAD) depiets theeuse of restricted palettedevelop
paintings which revedier new path of exploration .This shows what possibilities exist in
exploring a restricted palette. Tpattern on her works @efined with a build-up of subtle
tones on already quiteaper. She adoptsatercolour effect ggroach to achieve her ideas
through the range of subtle tones and dark shades that create cdiéraskperimentation
illustrates neditation on patterns that seem to have direct relationship with nature. Line is a
noticeable element in this series, connecting patterns in different valgesysfThethree
paintings represented the series of Meditation seem to show impressafiandscape.
The separation of the ground and the sky line is raiefbrby blacklines which create
illusion of depth.
Her works are embellisheddith lines that fragment every pdrom stage totage. This line
patterns defingplanes, hangin@nd intertwined with dots tareate aesthetic order. Her
work is also based on her obsdrea of how the universe consisif an ongoing interplay

between things coming together and things falling apart and things coming together again.

This thinking signifies a system collapse asdssociated with societal issues

Her procedurebegan with painting on a grid groundnd afterwardshe applieddabsof
dots that eventually resultadto organic shapes andaaetric construgtwith a floating
appearance. In some instasnceertainsegment of the compositionare simplifiedand

dotted while the gound is linearly rendered. This seriemptures organic lyrical
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arrangement o¥ertical and horizontal patternslnlike the worksof Piet Mondrian ad

Abstract K pr essi oni st s, Woo created a O6conver s:
organic dissociabi n 0 . She s e e qatunaband upavaidakieipmdpef forres
reflected in compositical materiak and techniqgueddertecmi que i s referred

p uz z bpplging cdours to buildup denseof altemating images and shapes which can
only be achieve thragh experience and intuition testablish the foundational structure.
Wo o éosceptual artakeliberty in experimental techniqués develop her works grey.
The relationship of Woos works and this research is found in objectivaulghirher works
are portrayed inteapes and patterris mixed media sparsely distributed on canvas in

almost black and gray with little traces of cologellow especially in the butterfly series.

Fig: 52

Artist : CathyWoo

Title: Butterfly, June 2006

Size 76.2cmx76.2cm

Medium: acrylic paint and rice paper collage on plastic sheet

75



Fig: 53

Artist : CathyWoo

Title: Tic Tac Toe Treedune, 2006

Medium: acrylic paint and rice paper collage on plastic sheet.
Size:76.2cmx76.2cm
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Fig: 54
Artist : CathyWoo
Title : Meditationseries

Medium: acrylic paint and rice paper collage on plastic sheet
Size 91.44cmx91.44cm
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http://www.flickr.com/photos/29754617@N02/3322794756/in/set-72157614607194521
http://www.flickr.com/photos/29754617@N02/3322794756/in/set-72157614607194521
http://www.flickr.com/photos/29754617@N02/3322794756/in/set-72157614607194521
http://www.flickr.com/photos/29754617@N02/3322794756/in/set-72157614607194521
http://www.flickr.com/photos/29754617@N02/3322794756/in/set-72157614607194521
http://www.flickr.com/photos/29754617@N02/3322794756/in/set-72157614607194521
http://www.flickr.com/photos/29754617@N02/3322794756/in/set-72157614607194521

Fig: 55

Artist : CathyWoo

Title: Meditationseries

Medium: acrylic paint and rice paper collage on plastic sheet
Size 91.44cmx91.44cm.
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CHAPTER THREE

METHODOLOGY

3.1 Introduction

A studiobased methodologyn practicas performedthrough nquiry. In action research

the researcher becomes an active participeim.researcher adoptn existing @radigm

based onthe qualitative method of research that gives detail descriptibrevents.
Accordingto Sambo (2005) in Mathew (20104 qualitative research method describes
social phenomena of events or thengp as to understand the effsath events or thirsg
haveon the lives of individuals, groups, societies, or cultuide experiences from the
environmentserve as stimulus while undertaking research in the stueavy (2009),

states that human experiences cannot be understood separately from the environment in
which they occur. It is well accepted that we live in auaisworld with a historically
specific multitude of visual stimuli in our daily environment. N2600) in Leavy (2000
arguesthat art can be an effective tool for phenomenological res€arplerspective that
places experience at the center of knowledgiding). For a research ahis kind, Neo

said our socialization brings out an experience which occurs within a visual landscape, this
experience is embedded hii its visual context. From this perspectitbe process of
carrying out a practice basedsearch came enhanced by the appreciatiaf its nature.

Thompson2006)elaboratesurther that,

In all tradition of all good qualitative methodologies;l@ased research is malleable in
concept and method: it assumes many forms...Ilt may expanédberces we draw
upon in the act of making sense of egeshd situations, allowingis to recognia
works of art in and of themseads as ways of representihngman life
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“.The method used-iarticulating and achieving thigsearchs to employ an approach that is
suitable andflexible. It includes the methoddopted irnthe exploration and developmeat
conceps from the charcoal meket. The diagram below shows a research model involving

the practitioner through a performative action refieg stages and processafopted in the

execution of the body of works.

~ Eolomonpeeoomen

Diagram 1 Patterned after Graeme Sullivard §amework of Visual Arts Research Projects

SourceSullivan,G.(2010).Art Practice as Research,Inquiry into Visual Arts.

The abovestructure/model explains four stages of action based on studio experimentation.

i. Ideas/interrogatiaidialogue

il. Structure/Design/Sketches



iii. Critical Process/Exploratory and Development

V. Visual Practice/@talogue/Exhibition

The studio basd researchoutcome

Each of these stages suggests the process adopted in this rddesedhe researcher is
engaged in a dual role as a practitioner and a theorist that cr@atesvincing
interpretation of works conveying a specific understandswglivan (2010) assertthat,

studio research relieon plausibility, not resting on generalization of result but on
differences in kind. He further contenthat it is important to acknowledge that research
findings grounded in observation of real world action, events, and artifacts rely on the
acceptance that outcomes can be interpreted as connections between the specific and the

vague

3.2 Ideas/interrogation stage

Each painting starts with perceptual encounter with the site (charcoal market). Various
patterns ar@otedead day to establisitnow colours are affected. At thisdirstage, ideas

are exploredo ascertain the suitability and sustainabilitpver a period of timeThe way

to understanding aobjectis to concentrate on,ifiixing it in the mind and the idea realized

through this exercisis subjected to analytical judgments.

3.3  Structure / DesignSketches

Several fthumbnail sketch@€swere made atthe early stageof the study from direct
observations of charcoal markets and from photdwaghese sketches sedlvas the
preliminary notesor the main sketches produced towards achiegisgitable composition
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for each canvadefore theexecution of the body of workVarous elementswere
interpreted to develop a structure into pictorial painting compositiddechukwu (1984)

posits that, fisketches provide glimpses, the invisible sweat of the creative mind that often
hastoworkinsoltde, wrestl i ng wi t hOxrhan (1203) mé&ust aad aes
Wilson (2001) proposet h a tsequemce of sketches can act as record of reasoning
processes which can be inferred from transition states from one representation to a
subsequent represtatiord. Other researches and contsegeeveloped through sketches like

in the works ofJohn Virtueshownin fig. 56. Oxman furtherstatesthat drawing is the

compost from whicla painting developdt assumesthk ey t o devel opi ng ol
observationin the visual field.The research usedketchesto gain understanding of the
charcoalmarket and to develop a design concepth each sketch servingsa sequel to

the exploratiorand developmerdtages. Drawingis alsoused as mode ofnvestigation to

gainfull graspof various elementeminiscent of the Renaissance artists

Artist : John Virtue
Title: Study from the roof of the Somerset House looking East, 2003/04
Source:http://www.courtdd.ac.uk/gallery/archive/2005/Virtue/Virtue.jpg
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The drawing( Fig.56 was done aa preparatiry for series of monumental paintingéthe
London skylinewhich John Virtuemade during a twqear associate artiagppointment at

the National GalleryLondon.

3.3.1 Study sketches

The following study sketchesshown from Plates {XXXIl, illustrate some of the
preliminary studies for this researcAll of these sketches are taking as a sequel to a

paintingand alsdinal work. This informs the reason fallassifyingthem as plates.

Plate | Platell

Artist : John Oyedemi Artist : John Oyedemi

Title: The Head that Labours Title: The Headhat Labours
Medium: Pencil on paper Medium: Pencil on paper
Size 29.5 x 21cm. Size 29.5 x 21cm
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Plate. Il

Artist : John Oyedemi
Title: The Head thatabours
Medium: Pencil on paper
Size 29.5 x 21cm.

Plate .V

Artist : John Oyedemi

Title: Study for selling the Future
Medium: Pencil on paper

Size 29.5 x 21cm.

Plate. IV

Artist : John Oyedemi
Title: Head that Labours
Medium : Pencil on paper
Size 29.5 x 21cm
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Plate.VI

Artist : John Oyedemi

Title: Study for Selling the Future
Medium : Pencil on paper

Size 29.5 x 21cm
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Plate.VII

Artist : John Oyedemi

Title: Sudy for Slling the Future
Medium: Pencil on paper

Size 29.5 x 21cm.

Plate.IX

Artist : John Oyedemi

Title: Study for sellinghe Future
Medium: Pencil on paper

Size 29.5 x 21cm.

Plate.VIII
Artist : John Oyedemi
Title: Study for Selling the Future
Medium: Pencil on paper
Size 29.5 x 21cm

Plate.X
Artist : John Oyedemi
Title: Study forSelling the Future
Medium: Pencil on paper
Size 29.5 x 21cm
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Plate. XI

Artist : John Oyedemi

Title: Study for Slling the Future
Medium: Pencil on paper

Size 29.5 x 21cm.
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Plate. X1l

Artist : John Oyedemi

Title: Sudyfor Grays of Life
Medium: Pencil on paper
Size 29.5 x 21cm.

Plate .XII

Artist : John Oyedemi

Title : Study for Selling the Future
Medium : Pencil onpaper

Size 29.5 x 21cm
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Plate. XIV

Artist : John Oyedemi

Title: Study for Grays of Life
Medium: Pencil on paper
Size 29.5 x 21cm
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Plate. XV

Artist : John Oyedemi

Title: Sudy for Grays of Life
Medium: Pencil on paper
Size 29.5 x 21cm.

Plate. XVII

Artist : John Oyedemi
Title: Study for Woman
Medium: Pencil on paper
Size 29.5 x 21cm.

Plate.XVI

Artist : John Oyedemi

Title: Study for Grays of Life
Medium: Pencil on paper
Size 29.5 x 21cm

Plate. XVIII

Artist : John Oyedemi

Title: Study for Woman
Medium : Pencil on paper
Size 29.5 x 21cm
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Plate. XIX

Plate XX
Artist : John Oyedemi

Artist : John Oyedemi

Title: Sudy for Contemplation on the Pattern in Nature
Medium: Pencil on paper

Size 29.5x 21cm.

Title: Study for Contemplation on the Pattern in Nature
Medium : Pencil on paper

Size 29.5 x 21cm

21 3
Plate.XXI

Plate XXIl
Artist : John Oyedemi Artist : John Oyedemi

Title: Sudy for contemplation on the pattern in nature Title: Study for Contemplation on the Pattern in Nature
Medium: Watercolouron paper Medium: Pencil on paper
Size 29.5 x 21cm. Size 29.5 x 21cm
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Plate.XXIIl Plate XXIV

Artist : John Oyedemi Artist : John Oyedemi

Title: Sudy far Contemplation on Pattern in Nature Title: Study for Contemplation on Pattern in Nature

Medium: Pencil on paper Medium: Pencil on paper

Size 295 x 21cm. Size 29.5 x 21cm
Plate. XXV Plate XXVI
Artist : John Oyedemi Artist : John Oyedemi
Title: Study for Contemplation oiPattern inNature Title: Study forContemplation orPattern in Nature
Medium: Pencil on paper Medium: Watercolouron paper
Size 29.5 x 21cm.

Size 29.5 x 21cm
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