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Abstract

This thesis presents an investigation into the gsscof new forms of
installation art; an exploration of the shifting aftistic activities from
conventional studios and fine artist practicesntallation art practices. A
combined approach was taken whilst undertaking arebe by studying
literature within the field, engaging with other apticing artists and
conducting practical analysis. There is also audision of new technology
in the field of abstract expressionist painting aaddialogue on the
differences between traditional and digital abst@ainting with regard to

their processes.

The reflective and issue finding processes undentdky the researcher in
this investigation are discussed in relation togdhanges in his practice. The
artist’'s experimentation with materials and proessand the implications of
this as regards the relationship between the aktand the viewer are also

discussed.

The thesis is divided into seven chapters of taxi anages with an
accompanying DVD including the main abstract nevdiménstallation. The
first chapter includes an introduction to the reskeawith the methodology
applied. The second chapter involves using the coengo produce abstract
painting. The third chapter then focuses on th&dihces between digital
and traditional abstract painting. Moving on fromstthe fourth chapter

covers multimedia installation and its associatext@sses. The fifth chapter



deals with the reflections on the practice elenwdrthis investigation. The
sixth chapter engages with the evaluation of aedldack from the field trip
and with notes from artists with regard to pradtigeoduction. The final
chapter draws conclusions from this research witpgsstions for further

studies.

This thesis will make the following contributions knowledge: developing
the process of animation from 2D abstract painting 3D environment with
the inclusion of animation; using new technologyaseative tool to enable
artists to gain new insights into creative art pcas which provide
audiences with new experiences of new and multinedistallation;

advancing the creative process of new and multismediworks taking
account of new techniques relating to the manipnadf viewpoints, picture
planes and pigment surface as related to traditiomethods of image

creation and recording and their new media countésp
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CHAPTER ONE: INTRODUCTION TO THE THESIS

1.1. Introduction

The twenty-first century is largely dependent od aantrolled by technology. It
is rare to find an office or school without a cortggy and our daily lives
function more easily (or often less easily in itssence) with the rapid
improvements in technology. The art world has remtaped this development,
and new technologies, such as computer paintimg,taiimprove the work of
artists in many ways. The change has led artistséaheir imagination to create
and interpret their feelings in a new way. Paimtgoams are interactive and
responsive, letting the artist see the paintingettgy as the strokes are made.
This allows art to be brought to a wider audienod @& contexts offering a
wider range of experience than the traditionalsaaw. Art therefore becomes
more relevant to many groups of people. Accordirtgen, while technology
has been expanding, art as a whole has been plackd public arena and is

being judged by wider audiences than in the past.

Like handmade paintings, computer painting demakils and ability on the
part of the artist. But computer painting requinesre effort to achieve success
with the medium due to its ongoing developmenteimis of tools and viewing
techniques. Success in using this technique li¢snnachieving significance in

relation to what is represented, but in relationotber representations. Thus,



creating a digital artwork involves the productiona debate in relation to the
medium applied. The success of some artwork dependbe effective use of

the material.

This research will spotlight the argument, put farv by the artist's
experiments, that the use of developing technologdigital form when related
to the creation of abstract painting has potentiahefits offered by hybrid
techniques involving image creation and observatiiso this investigation
will examine the aspects of shifting digital abstrgainting from a two
dimensiondl into a three dimensiorfaénvironment. Moreover, this study will

explore new ways to perceive abstract paintinguphomultimedia installation.

Unlike conventional material painting methods, thenputer allows the artist to
save various developmental stages of an imagduore when needed. Artists
are therefore able to see how their work will Idmore they reach completion
of the painting. Accordingly then, the researcheyated abstract multimedia
installation artwork that enhances the audienceerstdnding of abstract

painting and its hidden layers.

This chapter provides an introduction to the oveamdearch described in this

thesis. The following sections describe the aingeaives and the positioning

1 2D is a parameter or a measurement required tnedéife characteristics of an object such as:
length and width or shape and size or X and Y anons

23D is like a two dimensional images but addedttiivel character which is depth to an object.
It is usually refers to describe a moving objects.



of the research; this is followed by descriptiontbé research process, the

structure of the thesis and the contribution tovikedge.

1.2. Aims and objectives

The main aim of this research is to create abstmnagitimedia installation
artwork that explores the relationship between doamd colour. The objectives
set forth and approved by the Research Degree Cieemiere followed in
order to achieve this aim. These objectives inelud
* To exploit the possibilities of new technology fopducing abstract art.
* To produce abstract multimedia installation artkvor

* To evaluate spectators’ reactions and experientegw media art in

general and my own art in particular.

1.3. Positioning of the work

As a fine artist, the researcher’s work has beemlgnaoncerned with colour. It
is concerned with the Abstract Expressionist conageparticular; the paintings
are about personal influences and the way he fé@éls.main object that the
researcher hopes to accomplish in his work is pyess his inner feelings by the
use of colour placed onto a flat surface. The mebea is trying to create a kind
of visual language, letting his audience understaadvork based on their own

personal experiences.



The researcher created paintings influenced byhtiteclimate of the country
that he comes from, Saudi Arabia, and from theidritandscape. In doing this,
he used a computer as a tool for his work, whiclpdte him to modify and
create new layers over and within his painting. therresearcher, the use of the
computer is not the main purpose; rather, it wag g medium. Using this
technology is no way saved time because it opepedany possibilities that he

wanted to try. And he often did.

The researcher does not follow a set plan wherelgeb a painting. Sometimes
he starts work with the canvas directly, and aeptimes he starts with digital
photos and scans of real objects. Often, he statthisa painting that is scanned
and then mixes the digital images with acrylic andjil colour. His previous
artwork has been strongly influenced by music, \p#lticular regard to Wassily
Kandinskys® ideas and paintings, as he considered it possibieake the
spiritual visible through abstract forms and coso(Puchting, 2001). Of course,
colour is a key aspect of visual art, but throughustory artists have explored
the relationship of sound and colour; e.g. Kandingkaul Kleé and Jackson

Pollock (Ferrier 1988).

According to Jackson Pollock, the interpretatioranfabstract work depends on
experience and feeling (Francine and Harris, 1983addition to the visual, an

American artist and illustrator Fred Ludekens (1)9&iues that the image in

*The most famous Russian abstract artist, 1866-.1944
“A Swiss painter influenced by expressionism, cubésm surrealism, 1879- 1940.
®An American abstract expressionist painter, 195561



abstract artwork should be ‘heard’ as well as sé@rerefore, one of the
researcher’'s aims was to produce artwork that coetbsound and colour to
enhance its emotional and spiritual impact on tndiemce in order to add more

impact and appeal to the artwork.

Frank Popper (1993) has observed that the digéablution is a kind of
transforming of art. New media offers a means ohlsiming sound and colour
in ways not previously possible. Consequently, aosd objective of this
research project was to develop sound and colcegepi by exploiting new

technology.

The goal at this stage was to explain the resedscheeative interests and to
document and describe his past work in relatiorthts project. Prior to this
research, the researcher has produced work exatimnrelationship between
the layers of abstract painting and the movemeattofy camera and viewpoint

to involve the audience in the installation.

1.4. Outline of research stages

The process of the present research involves threen stages: (1)

Contextualization (2) Creative Production (3) Gejtieedback on the work.



1.4.1. Contextualization

The goal at this stage is to gain a deeper undmetisigq of the contextual,
theoretical and visual material relevant to thggmt exploring two broad lines

of investigation:

1.4.1.1. Literature review
This included current and historical studies & link between abstract painting
and digital technology; prior work combining souadd colour; perceptual

theories on the integration of the senses; insi@tiart, etc.

1.4.1.2. Analysis of artwork
The focus here rested on contemporary new mediarantimedia installation
artwork, focusing particularly on the synthesiscolour and sound. Abstract

artwork will also be analyzed.

To augment these two steps, semi-structured ires/were undertaken with a
selection of Saudi abstract artists, whose work feasmd to be particularly
relevant to the project. This stage of the reseamgbstigates how and why
some painters move away from conventional artigt®ls and on to new

technology.



1.4.2. Creative production

This stage of the project involved production ofl aeflection on artwork itself.
Throughout the project the researcher maintaineteative production journal
to aid as a reflection tool. He recorded the aimtentions, work produced,
ideas and strategies for redesigning the worksygemé problems and how they
were resolved. Ultimately, the journal providedibasflection material in order

to improve and develop his artwork.

1.4.3. Getting feedback on the work

The goal at this stage was to assess the impattteofvork produced on the
viewers. The researcher observed the audience rexgpland responding to his
multimedia installation work in order to reflect ¢dmeir behavior in relation to
the aims and intentions of the piece and thosehef whole project. He
accomplished this by displaying the work and seglé@edback directly from a

sample of viewers.



1.5. Organization of the thesis
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This diagram [1-1] illustrates the thesis structarel reflects its stages. The
thesis is divided into several chapters that deficlarify and explain the
research project. Chapter two presents the backdrotithe research, previous
studies in the field of digital abstract paintingdamultimedia installation. In
addition, it introduces the field study conductedgain deep understanding of
the context in which artists used digital technglom their production.
Moreover, this chapter specifies the methodologylieg for data collection and

reports the major findings.

Chapter three provides the debates, definition pratess of digital and
traditional abstract painting. Additionally, it iestigates the differences between
digital and traditional abstract painting with regjao its medium and the
advantages of using new technology in visual attighlights the difficulties of
integrating digital technology into abstract paigti This chapter also spotlights
the invisible communication between abstract paghiand the viewer's eye,

considering the impact on the perception of pagtin

In chapter four, a brief history of interactive taation is introduced. Along
with this, some examples considering audience antems with the show are
given. Animation and non-tactile interactivity aggyrsficant aspects of new
technology in visual art are also discussed. Irtahd the relationship between

sounds with regard to its influence in installatismighlighted.



Chapter five explains the process of the practipadduction considering
personal reflections on each stage. It consisthree main stages: Stage one,
presenting sketches and producing abstract pajnsitagie two, transferring of
traditional abstract painting into a digital envireent in addition to creating
digital paintings; stage three, work in the 3D eoniment. Finally, animating

the 3D abstract digital painting to create an itetian.

Chapter six describes and analyses audience fdedbdaoughout the
guestionnaire, taking into account observations endidring the show. These

comments are further analysed and conclusionsravendn chapter seven.

Finally, addressed in the last chapter is thisyssudontribution to knowledge in

the field as well as implications of using new teclogy for artists. Closing

statements outline issues for further research.

1.6. Contribution to knowledge

My compiled research will contribute to knowledge in the field of abstract
painting and multimedia installation by doing tledldwing:
» Developing the process of animation from 2D abstpainting to 3D
environment, which can provide the audience with geeater

understanding of abstract painting.

10



» Using new technology as a creative tool to enakbista to gain new
insights into creative art practice provides audesn with new
experiences of multimedia installation.

* Advancing the creative process of multimedia inat@n. Specifically,
the research contributes to such process in th@niolg respects:

0 The process exploits 2D abstract painting as aitexand base
structure for 3D objects.

0 The method provides a form of animation, which aelseon the
camera movements in the 3D environment to involke t
audience in the layers behind the final piece ofkwdhus, it
provides the audience with a greater understandfngbstract
painting.

o The project uses sound as a supporting tool to rex¢hahe

audience involvement as a part of the multimedssaiiation.

1.7. Conclusion

This chapter has introduced the scope of the relsebr summary, the research
developed a process for creating a non-tactileraotere abstract multimedia
installation. It contributes to knowledge by helpabstract artists and audiences
understand the process of creating abstract pgimtind explore the shift from

flat surface into a 3 dimensional environment.

11



Chapter one focused on the overall aims of thearekewith a plan for the
ongoing investigation. The initial contributions tthe relative field of

knowledge have been clarified as well as the stafjgs research.

The following chapter reviews the literature on timgegration of digital

technology in abstract art and the investigatiorthef current status of digital

abstract art in Saudi Arabia.

12



CHAPTER TWO: AN INVESTIGATION OF THE USE OF

TECHNOLOGY IN ART PRODUCTION

2.1. Introduction

As outlined in Chapter 1, the aim of the researshto create an abstract
multimedia installation. In order to exploit fultiie possibilities of moving from
conventional material to new technology with regéodthe creation of an
abstract painting that combines sound and coloalated literature was
reviewed. An investigation into the inspiration the Saudi abstract artists in
using digital technology is examined, given that tlesearcher is from Saudi
Arabia and that too little is known of these agisn addition, the process of
integrating technology into Saudi artwork is diseds This is examined by
analyzing semi-structured interviews with SaudilfAaa artists and designers at

Media City in Dubai.

This chapter reports on two studies:

1. A literature review on the integration of digitabchnologies with
abstract art. An historical review and an overvvthe new technology
in the field of visual art in relation to the crieat process are also
investigated. Further, recent studies involving néschnology in
installation artwork are spotlighted.

2. An interview with Saudi Arabian abstract artistsdamultimedia

designers in Media City at Dubai. This investigatitas been realized by

13



a field trip to both Saudi Arabia as well as Dubdia City to gain
insight into the creative process of using new netbgy in their

productions.

2.2. Methodology

2.2.1. Previous studies

This research draws influence from many areas afdlittonal and digital
artwork. It is difficult to identify why some arts select one medium over
another or to identify the way in which artists agg with their materials and
processes to produce art works. However, Melins&k&evald (2002) pointed
out that spectators often appreciate that thesegelsaof media or processes are
progressive stages in the artist's career. In fatists usually displayed the
'finished work' and not their sketches or the stagfethe process, which is the
logical development of thought. Usually spectatars exploring and viewing
the finished look of the painting through the coland the surface texture of the
painting. However, the researcher is fascinatedhey stages of the creation
process and by the possibilities inherent in shgwire sequences of making a

painting which give the spectators more insight thie artwork.

14



Previous studies are largely categorized into wffe functions: using
computers to create painting and using computerddweelop traditional

painting.

2.2.1.1.Using computers to create painting

Some artists rely solely on computers to producstratt painting in their
entirety. They do not use traditional artists’ ®slich as canvas or paintbrushes;
rather, they use computers and the myriad progthatshave developed with
the rise of technology. Professor Susan Brandeistil¢g artist) and Ellary
Schalit, (2004), for example, used Adobe Photosirap Microsoft Paint among
other programs, to produce artwork that is mairdgelby computer. They used
this software alongside other artists in orderreate digital abstract painting or
to enhance and adjust the final vision of theiwark. Moreover, some other
artists use this technology to focus on the basim¢$ of the shape to create a

specific image.

Similarly, this researcher used the advanced agpdic, Corel Painter 8, to
create digital abstract painting with more compddments to produce abstract
painting that yields the same impact as traditionathods of production. The
researcher experimented with other software suclC@=l Paint Shop Pro,

Microsoft Paint and Adobe Photoshop to create Iétract painting.

15



2.2.1.2. Using computers to develop traditionahpag

In this category, artists normally use computersetdance or adjust their
handmade paintings or sketches. Here, artistsasguters as tools to enhance
abstract painting. A Hungarian graphic designeditduBarath (2003), for
instance, uses the computer to finalize the fimage of her painting by adding
some effects onto the layers and so to come upavitw vision. Similarly, an
American landscape and digital artist, Martha Boedlf(2003) also uses the
computer to improve artwork that has been produgednarily with
conventional materials. They often use computerscan the images and to
rearrange the colour or the size of their work. édtartists, such as the British
artist, Fiona Rdebuilds combinations of colours into the computed avorks
on them individually. She manipulates the pictund adds brushstrokes to her

artworks to achieve her final perspective (Ken97)9

2.2.1.3. Shifting 2D painting into 3D environment

Artists have also used technology to shift thetwark into different planes.
Computers here are used as tools to transformutiace from the 2D picture
plane to the 3D environment. A computer applicatalled CavePainting, For
instance, is an artistic medium that uses a 3Dogoal of 2D brush strokes to

create 3D works of art in a fully immersive Caveiemnment. It gives the artist

® A British painter who was born in 1963 in Hong Koagd moved to the United Kingdom in
1970. Rae is a member of Young British Artists @ugp of conceptual artists, painters, sculptors
and installation artists based in the United KingdloShe is considered as an abstract artist and
she uses computer aids to adjust and manipulatedieings.
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the freedom to stand up and walk around during ymbon; he or she has
control over colour and a large, varied set of brsisokes with which to work.
This investigation, called “CavePainting: A Fullynmersive 3D Artistic

Medium and Interactive Experience”, was carried iou2001by Daniel Keefe,
Joseph La Viola, Tomer Moscovich, Daniel Feliz abdvid Laidlaw.

CavePainter aspires to convey the impression dd &&ne by building up an
oil painting with layers of varied brush strokesofdover, creators of the
program support the idea that art created by tymsuchic tool should be viewed

in an interactive 3D display environment.

Julie Daily and Kenneth Kiss investigate 3D artheir “3D Painting Program
for Painting in a New Dimension” (1995). The#search proposed that digital
artists give full attention to their productionsstead of to the mechanics and
artifacts of technology. Daily and Kiss inventeddigital 3D paint program
which provides the foundation for making 3D toofsreatural to use as 2D. In
addition, 2D digital painting patterns, such assbes, layers, and masks, were

extended into 3 dimensions without adding compjetthe interface.

Computer applications were used to support theareber’s production and to
shift his 2D flat painting into 3D. The whole artike as done by the researcher
in the 3D environment were originally created as @&int strokes on a flat
surface. More details about this transformatiomfraD to the 3D environment

will be discussed in the creative production chapte
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2.2.1.4. Create model to make abstract painting

In their research paper “MultiCam: A System forehaictive Rendering of

Abstract Digital Images” (2004), Jeffery Smith aBchun Akleman present an
artist’s tool to design abstract painting. Thistegs was designed with a simple,
interactive and intuitive rendering technique. Thewing areas are initially

divided into a grid with a unique view of the olijeof randomly jittered and

overlapping view ports. When combined, these viess a composite view of

the object, which has been hardware-rendered franyntameras. Different
camera positions can be controlled by the artigticiv enables him/her to
enhance his/er skills to create unique abstracg@naAdjusting the 3D space,
background colour, texture, warmth and coldnestheflight depends on the
resolution and the screen appearance. In this ptiotueach scene can be
viewed as separate image individually whereas #searchers’ images are
linked together and cannot be seen individuallye Tlesearcher’s artwork
production is created to be seen as one piece dhidse its function if divided

into sections or parts.

In 2004, William Baxter promoted the work of diditrtists who use digital
brushes and paints that similarly mimic those dl renes. In his research
“Physically-Based Modeling Techniques for Intereeti Digital Painting”,

Baxter presents a novel, physically-based apprdacldigital painting, he
introduces several specific modeling technique® fliist is a physically-based,

3D, deformable, virtual brush model based on noedr quasi-static constrained
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energy minimization (Baxter, 2004). He also use®dhdifferent models to
capture the dynamic behaviour of viscous paint meefch offering a different
trade-off between speed and fidelity from 2D hdigss to 3D partial
differential equations. In this research the hapéichnique was applied by
letting the response interact with the digital Ines This study experimented by
manipulating the eight samples of colours provigtethe rendering technique of

real time.

2.2.1.5. Shifting abstract painting to animation

The purpose of this stage was to use computersitoate the abstract painting:
to generate animation that can be created by wsicegnera and adding sound.
Some artists use new technology to move aroundptiating and create

animation. However, like the researcher, othesttused 3D studio Max and
such programs to move the camera within the parbrshow the details of the
images and explore the hidden layers that comghisewhole picture. The

differences as the researcher discovered, lay engmeration of the original

image. Other artists had used programs to creaevigual scenes with the
internal camera layouts already in mind. The redearcreated first the abstract
painting as viewed from a traditional viewpoint.tdmal exploration was

generated at a later stage to add further experienc

Adding sound can also be critical. Sound has angtrelationship with painting

that, as previously mentioned, dates back to Kakgirand Klee. Some artists
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used sound as a visualization element for theiwak production while others
use it as a supplement to animation to enhancei¢heers’ interaction with the
artwork. The researcher used sound with his preolud¢b add more invisible

surrounding effects to the audience experience.

2.2.2. Interviews with Arabic abstract artists

2.2.2.1. Aims and objectives

The primary aim of this part of the research isitderstand the current status of
digital art in Saudi Arabia. It is also an investign into the latest technology
that designers are currently using in their promcbf multimedia animation.
This aim can be broken down into the following gatgées: 1. To clarify the
artists’ inspiration and purpose in using digimthnologies; 2. To understand
the Saudi audience perception and conception dafatligbstract art; and 3. To
understand the advanced technology that designenssang in their work. The
researcher met fifteen Saudi Arabian paintersSamdi digital artists as well as
ten designers from Media city in Dubai and intenee them in order to explore
these aims and the latest developments in digifaipenent that can be applied

to the visual arts.

2.2.2.2. Method
The interview is a skill in categorizing and cofiirg a dialogue, which is

designed for a specific purpose. Keats pointed that the interview is a
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controlled situation betweéione person to one, one person to more than one”
(Keats, 2000. P72). It is a kind of individual respe and face-to-face

interaction that gives the participant the freedoraxpress his/er opinion.

According to Abu- Rishdthe qualitative researcher can look, listen andrfe
about the subject and the aims to find the simdathe different, within the
things being looked at.(Abu-Risha, 1999. P119). In most recent research,
interviewing people is considered as a key methbdava collection (Berry,
1999). It is one of the most universal techniquesbllecting data in qualitative
research and is used across all disciplines. Givanat the aim at this stage was
to see what artists create, to gather informat@monitor process and to come
up with unexpected findings, interviewing becameital means of research.
Furthermore, in terms of the diversity and differes of creating artwork, the
gualitative research method was found to be thet rappropriate method to

collect data.

Moreover, employing the interview for research msgs is more appropriate in
many situations including: to know what people #rmking, to explore the
reason and motivation for the attitudes and opmioh people, to know the
artists’ feelings towards their work and to reiterdifficult-to-express concepts
and emotions. Interviewing further forms a dynam@@tionship between both
the interviewer and the respondent, and the astistore open to sharing his/her

reaction and attitudes towards his/her artworkhematthan modifying the
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relationship towards the works. Thus, the semiestimed interview method was
the most appropriate strategy in this researclstampened up and talked freely

about their artwork.

Rawlings (1991) agrees that in this type of intewyi both the interviewer and
interviewee are more related to each other in aeniateractive, natural and
dynamic way. This leads to a probing, deep andaléwg conversation‘they

[unstructured/ semi-structures’ interviews] enabie researcher to collect data
which is far less contaminated by the interviewegssumptions and
presuppositions; the respondents are able to peit gtories across in their own
way, and can choose how to tell them. In that wagtructured interviews are

considered to have a high degree of validitiRafvlings, 1991. P58).

The initial intention of the interview in this reseh was to collect more
information and to gain a deeper understanding®tdopic. The semi-structured
interview technique persuades respondents to expantheir answers in a
relaxed and informal environment. Also this metheis the interviewer focus
deeply on various aspects of the area of intemdtcan give direct information
that s/he feels to be more significant and reletarhbe topic. Although a large
amount of information can be obtained from the riieav transcript and

subsequent feedback, a small number of respontanésbeen selected because

they can provide so much detail in this type oéimiew.
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2.2.2.3. Participants

A field trip was made to interview some traditioraddstract artists and digital
artists in Saudi Arabia. Also the researcher visitéedia City in Dubai for the
data collection about the latest developments imgusiew technology in

multimedia installation.

2.2.2.4. The elements of interview

Each interview has an aim according to the reseasctpoint of view. The
interviewee helps to achieve the interviewer's psg In between, the
interviewer has to ensure that the goal will beiagkd effectively. There are
three main elements in an interview:

» The opening element: dealing with the introductdrthe purpose of the
interview and the method that is going to be usadng the interview
while obtaining background information about thieemiewee.

» The focusing element: the topic must focus on aréiqular subject and
the interviewer has greater flexibility to be mqgueecise using his/er
skills.

» The closing element: this is the last step of therview, therefore, it has
to be finished by developing a good feeling thathbiaterviewer and

respondent have participated in a topic that has baluable.
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2.2.2.5. The questions

Each interview was comprised of a unique and aiggidet of questions that
provided structure for analyses. The questions \eegely designed to explore
and to find out the changes in art production aeeent years. A set of free-
format questions was used to enable the convensédidoe more efficiently
structured during the data collection stage. Ttriscture also eased tension and
gave the artists a more informal atmosphere in vkicspeak. Questions were
phrased to open up significant information relatethis research. For example,
the interviewer asked indirect question to theststto let him/her speak about
their artwork and give him/her the freedom to expknd interpret his/her work
in whichever way he or she likes. These questiorsevoften framed using

‘what, where, how, why’ in order to make analysssanple as possible.

The interview questions were initially started asaof 15 questions. As the
interview commenced, the number grew to 27 questiosome interviews. The
list was modified over the course of time becaus@ymuestions proved not to
address the research aims and needed to be changeeter to be constructive.
For example, direct questions confused the pairdecs did not lead to any
answers that aided the research. They were therefopped from the list and
replaced by other indirect questions, which prodideswers in more finite
detail. This flexibility was necessary and limitadwanted intrusion on behalf
of the interviewee. Generally speaking, all conttibns in this investigation are

considered as true findings.
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2.2.2.6. Data analysis

Qualitative research explores issues, seeks torstade phenomenon and
answer questions. It engages in active and demgndmalytic processes
throughout all phases of the research. The intervie this research were semi-
structured, as described earlier in this chaptest-iiterview, conversations
were transferred from notes and recordings intgppséorm. Answers between

artists were then compared to trace similarities differences in their answers.

Each artist’s paintings were then examined, whiganed up a discussion with
guestions relating to the results of the first stéphis method. The artists then
added further feedback themselves, and others,asiakt critics and journalists,
were consulted as well. This feedback was cros&elteto see if it related in
any way to what the artist said about their work.atdition, all respondents’
artwork and answers have been looked at and divitedcategories according
to the stage they were at, the question of the dataction stage itself provided
a structure for data analysis and helped with theognition of emergent

categories.

2.2.2.7. Results

The researcher found that Saudi abstract artisislynase digital technologies
to explore and examine new technology as a tootHeir artwork. However,

some Saudi abstract artists use this technologytgueeproduce their previous

artwork. But other Saudi abstract artists alsotasbnological tools to adjust or
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enhance their artwork. Regardless, the processttandechniques applied by
these artists are relatively basic, and it candsaimed that they are in the early
stages of producing computer-powered artwork. Untgred artists in this study
are using programs such as Adobe Photoshop or aetty@ications, such as
Corel Draw, to enhance the resolution of the pe&tuather than using these and
other more complex and appropriate software thatlasigned to actually

produce digital painting.

Audiences have had limited exposure to digital leitions in Saudi Arabia.
Perceptions and conceptions towards digital altstra@re therefore affected by
this lack of contact with it, and as mechanicalduation increases, audiences
and artists alike will witness a huge shift in arefanding and appreciating
digital abstract art. An exhibition by Khalid Alaew a digital Saudi artist, in
2004 was considered as a digital exhibition. Mdshe artworks produced were
digital paintings. From the researcher’s observatind individual conversation
with the audiences it can assumed that this shos pesiceived as being not
successful by the majority. This is due to thetreddy low quality of the printed
images. Also this may be because of the lack oéeepce and awareness on the
part of the audiences with respect to how to acdytal painting as created by
artists working on computers. As noticed by theagsher, in Saudi Arabia it is
rare to have digital art exhibitions. There is présa perception that the ‘input’
of the machine may detract influence or actuallnaee from the artist the

creative and practice-based skills involved in pam
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Interviews with designers in Dubai did not greatlglp this investigation
because much of the information required was no¢sgible due to confidential
projects and undisclosed information about clieRssearch and information
gathered from Saudi artists was therefore deemetk meliable, as more

information was disclosed, and artists were abkptak candidly.

Furthermore, data collected through interviews gedrsome of the researcher’s
personal thoughts on using computers in art pragluctAs this project
continued, more advanced and complex software sad to produce digital
artwork, which will be discussed in more detaildhapter five of this thesis.
Without the influence of the artists and designatsrviewed, this technology

may not have been used in the same way.

2.3. Some problems with analyzing gualitative data

Collecting many interview transcripts and askingaaiety of questions makes
analyzing qualitative interview data one of the messential problems in
researching (Rawlings, 1991). A stack of papers a#dten become

overwhelming, frustrating and boring to evaluate.

In spite of the fact that the data collected in ithterviews was triangulated to
add validity to the research; people do not alweslk the truth, and it is

necessary to take this into account (Shepley, 20@®) previously mentioned,
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one major problem in collecting and analyzing datas encountered when
interviewing graphic designers in Dubai. Due to pamy regulations, vital

information aiding this research could not be stiare

Further issues were encountered in conducting miberviews. Artists often
talked about their work, discussing unrelated topian those addressed by the
interviewer. These answers were challenging tosiflgsas many topics were

discussed and expanded on.

This became even more challenging when dealing tivith constraints as well.
Many artists did not have the opportunity to diseloall aspects of their
techniques in such a short period of time. Thisthen to talk in brief to discuss

other aspects of their work, data collection becawen more challenging.

24. The changes of the aims as a result of the resehr

Due to the diverse approaches of this investigatibe project was more
difficult than originally anticipated. To accommadaeadhis, the core aims of the
initial research had to be expanded and modifiéek fesearch found that most
Saudi artists were drawn to areas of technologlithigated other digital artists’

artworks.

28



Consequently, they were moving away from certaaditronal forms of making
art towards new practices. Throughout the reseaespondents focused on the
final appearance of their artwork rather than oa pinocess of creation. They
were also anxious about accepting artwork produegdcomputers, which

signifies some reluctance in terms of a full acaapé of technology.

It was noticed by the researcher that a detailgdoextion of the processes of
making and producing installation art work werers@s significant suitable

research areas.

2.5. Summary

This chapter has focused on the method of collgctiata for this research
project. It also highlights previous related stgdwith regard to computer

integration in the field of creating abstract peigtand its purpose.

Moreover, this chapter has demonstrated how tlesvilew method was applied
in this investigation and the problems that aroseabse of it. This changed the
outcome of the project, and due to confidentialsoea, information and

materials used in the Media City of Dubai were disiclosed. This created a

great deal of focus on abstract painters from SAvatia.
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The next chapter will keep these ideas in mind &mdher discuss the
relationship between traditional and digital paigti highlighting the value of

handmade production in the mechanical era.
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CHAPTER THREE: DIGITAL AND TRADITIONAL PAINTING

3.1. Introduction

We live in a technological age; a progressive erahiich technology has come
to be seen as an indivisible part of our work, aloand creative lives. The arts
have been redefined by discovery and technologiea@ntion, from systems of
visualization and representation to whole new medi@am perspective

drawings, to photography to digital representatson creation. Artists have
created a new craft centred around this technol@ich has given rise to new
visions, new vocabulary and a fascinating perspecftihese influences have
given artists the freedom to interpret their ideasg a much wider variety of

tools than their predecessors from any other pusvage.

This chapter focuses on and discusses these idwhssadivided into three
sections. In section one, traditional and digitalvarks are defined. Section two
discusses the involvement of new technology as daiune in visual art

production, and section three debates the poteadizdntages of digital painting

production processes in comparison with traditigreahting processes.
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3.2. Definition

For centuries, painters have used different medi t@ols to express their
thoughts and feelings. The aesthetics of a pajntestk and the manipulation of
materials paint medium, brushes, knives, paletted, supports like canvas and
wood blocks are closely related. The skills needethanipulate these materials
often have a direct effect on the finished work.u3hsome painters were
fascinated by applying mixed materials with thessultant colour to create
texture and effects on the artwork. For examplean&h painter Pablo Picasso
(1881- 1973) used newspapers and wallpaper in sainfés paintings. The
reason for using these real life materials was trge the media together
coming up with a new vision and adding more argumgto the artwork:
“Real-life materials were thought to better repraséreality” for making art
because they are closely connected to daily lileag3o and future artists found
the collage process liberating; it suggests new gnfichite possibilities of what
art can be. There is a sense of compelling immediaccollage” (Grisham,

2001).

3.2.1. Traditional art

The Collin Cobuild Dictionary defines the term diaonal’ as: “Traditional
customs, beliefs, or methods are ones that hawteelxfor a long time without

changing” (Sinclair, Fox, et al, 2000. P1776). Paula Baraapands on this
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definition when she noteS&Traditional art' refers to skilled painting, sculpre
and printmaking but not to conceptual art using erwdmedia or ready-made

objects and any or none of the aforementioned medarclay, 2001).

Moreover, the researcher believes that traditi@malrefers to the work of art
that is created by conventional methods of paintisigg basic materials such as

oil colour, acrylic colour, easel, canvas and so on

3.2.2. Digital art

Originally, the computer display screen had beapexcialized device designed
to transmit internally held information to scietgisdoctors, navigators etc. The
data portrayed had highly specialized and uniqueadteristics. However, the
tools delivering such graphical data had significgrotential for the
manipulation of colours, shapes and text, and is wat long before such
devices came to the attention of artists and dessgriVithin the two decades
following the late 1970s, an inversion of sortskiqace in that, whilst the
personal computer proliferated to become availdbieeveryone to own, in
many cases the image portrayal on screen becameimportant than the data

that underpinned it.

The term ‘digital’, has been broadly defined &systems record or transmit

information in the form of thousands of very snmsfinals, in contrast to
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analogue format”(Sinclair, Fox, et al, 2000. P458). Based on trefinition,
digital art refers mainly to art which has beenated on a computer in digital
format. It is usually created to resize the scélédhe image as well as to identify
the geometric shape of the picture. Moreover, digit can be generated by
using other tools, such as scanners or pin tableds. example, scanned
photographs, mouse drawn paintings or graphicgetsblave been considered as
types of digital art (Bucci, 2005). Also, the tefdigital’ refers to the infinite

variation of possibilities for creating productshaut loss of validity.

Furthermore, digital always related to the termgechnology. Therefore, both
digital and technology often refer to the mechaniekectronic or digital forms.
Thus, nowadays, our own built environment is pathis revolution. Frequently

overlooked however definitions of technology ascess (Randolph, 1991) are.

3.3. Digital painting vs. traditional painting

The mechanical, electronic and digital computerdasved from Babbage’s
calculating machines, entered into the world opbreal representation as early
as the 1950's and 1960’s. In dealing with and pssitgy large amounts of
information, the computer programs strove to bethdctures of data to describe
many financial, geographical, physical and othduasions. It became a

requirement that the programs present huge amooitmformation in a
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meaningful sense to human beings, and with thisiimd, the concept of the

computer peripheral developed.

The computer peripheral is a device for portrayisrge amounts of data in a
readily accessible format. As research suggestsiahubeings take in, very
quickly, up to 80% of their information through as. It is therefore evident
that the peripherals would use visual displays. Samthese displays initially
took mark-on-paper form, which soon developed tligplay screens, or vision

display unites (VDUS), as they were once termed.

The arts have absorbed advances and discoverietheinscientific and
technological fields. These advances and discavehn@ve pertained to the
science of seeing, of the depiction of what we rmag in terms of drawing,
visualization, perspective rendering, depth cueinggchanical projections,

photography and the shifting of viewpoints overdim

Technology and science are working in parallel éospade artists to involve
themselves in the productions of the new technoldgiists have always been
fascinated by new scientific and technological digwaents that have continued
apace with artistic practice and allowed for theliavement and expansion of
creative endeavors in many and various fields. Sdelkelopments have
provided artists with constantly developing todsttat have been invented in

the search for new forms of artistic expression.
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Development of new techniques often precipitatesething of a quantum leap
in terms of the development of science, technolagy artistic method and
practice. Photography, as employed in the lat8 48d early 2 centuries,
allowed for the recording and measuring of nataral scientific phenomena in
new ways. These new methods brought physical, néddaand chemical
processes to bear on subjects that had previoisigrenot been depicted or
which had relied heavily on the perceptive, cogeitand crafting skills of
artists. The shadow forms created by sunlight emited across a courtyard, the
bending of light as it passed by huge centers afity, the observation of
extremely small particles of matter and the viewofgpeoples, fauna, animal
life and landscapes from very remote regions beqgawseible via the interaction

of light, physical material and chemical reactions.

Previously, the depiction of such material hadectlalmost exclusively on the
hand, eye and brain coordination of artists, itastrs and draughts persons who
applied their skills in conveying, for specialishda general audiences, the
pictorial attributes of discoveries in science aradural history. Whilst artists,
illustrators and designers had applied their skilid ideas to these depictions in
support of the scientific community, they had alsed them for fine art and
expressive work that had addressed a more peraadaspiritual expression of
their response to the world and their lives witiirAlmost simultaneously with

the new photographic depictions of scientific, t@chl and natural history
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subject matter, these developing techniques wepkeapto the more personal,

expressive and artistic statements of artists.

Abstract painting often refers to art that does aegpict any object in the real
world, rather it includes colour, forms and textutecontains and portrays inner
feelings and emotions rather than simply convegingxternal look (Bannister,
2007). By using shape, line and form abstracttartry to create their abstract
paintings which hope to reveal their vision abdw¢ real world. The most
important element for abstract expressionist aristthe surface. For example,
Jackson Pollock, Mark Rothko, Willem de Kooning siered their large
canvases as a significant element of the succefiseairtwork. Accident and
chance are important elements of this movementusecthere are no mistakes

that can occur throughout the creation process.

With traditional painting artists are able to giveir attention to their physical
engagement during the creation process. This ievoént by the artists’ hands
and body, in some cases, led the artists to aclaidseel of unconscious activity
whilst working. This full engagement with the maaés and the process can

express the artist's emotions via visual commuiocat

Moreover, the physical interaction between artied &is material engages the
artist to use all of his/her abilities and skillsitterpret his/her feeling from the

point of view. Each time he or she engages in atise act a traditional artist
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learns a new technique or skill to develop the arkwlt is a kind of continuous
experiment. Whereas, the materials of new techiyotag be seen as commands
which can be stored in the computer and used wieeded. There is no such
practice or development for any skills. Thus, tksearcher pointed out that
while working with new technology the speed of proibn of an artwork is
improved rather than the required skills. Paintingh digital materials as
developed by the researcher brought about new iexges which were often

saved onto the computer to be reused in the future.

3.3.1. Technical advantages of new technology intar

The ongoing development of the computer during ¥880s and 1990s as a
creative tool that allowed for the manipulation af-screen images with ever
increasing speed, colour range and subtlety, waeliadriven by its inclusion

within the toolsets of the design industries. Irdjetis true to say that the more
that such technology could provide, the more wasateled; something of an
industrial revolution occurred within the industhat still resonates today. With
this, the computer-aided artist of the 21st centygns him/herself up to new
possibilities and choices. Due to the continuoysiaation and development of
computer potential, artists have gained new exgiways to express their ideas

and themselves (Barclay, 2001).
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There are several advantages to using computetbeasiew technology in
creating digital art. These advantages can be elividto three main sections:
technical advantages, the artist’s feeling of foeedexploration and enjoyment

and finally, the exploration process.

The following sections highlight some aspects @& tiew technology and the

advantages that can be gained by using this tool.

3.3.1.1. Speed

According to Susan Brandeis (2004), using diggahhology makes it possible
to produce more ideas in a shorter period of tinus producing works faster. It
seems too easy to create work that appears to take@ hours to create (if
achieved by traditional painting) and the amountatént and skill needed for it

can be minimal (Barclay, 2001).

For this reason, there are perceptions, both inAkst and in the Middle East,
that creative work as carried out on the compwtenat only questionable in
terms of originality but also in terms in commitmiemesthetics and effort
(Barclay, 2001). A popular conception is held thertge-scale changes and
effects can be added to a work with minimal effiyrtchoosing from an array of
stored effects. This has profound consequencesrf@ts working in such a

manner. For example, to paint a large surface watlours takes such a long
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time using traditional methods whereas with a caepgraphical tool it is

possible to cover a broad space in a very shoibgef time.

3.3.1.2. Visual possibilities

Digital technology allows artists to produce imagjest are virtually impossible
to create by hand, thus expanding the access age &t possibilities. Douglas
Bucci (2005) argues that these technologies alleapfe to imagine what could
be tangible and to create the objects of dreansstedeand visions, if only on a
screen. Artists can envision what does not existl #nis allows for future
innovation. Painting using traditional methods calso do this as the
visualizations of architects’ renders have doneviptesly with traditional tools
and more lately with digital tools. Rush agreeat thiThe artist's ability to
effortlessly reposition and combine images, filt@nsl colours with the friction-
less and gravity-free memory space of the competapws them an image-

making freedom never before imagind®ush, 1999. P168).

3.3.1.3. Modification

Rick Poynor (2005) notices that, compared to thewdrg board, cutting mat
and actual desktop, the surface on which desigrove created is not really a
surface at alllt was more like a window-a window that looked t@nnowhere.
The ability to keep remixing and refining the scremage was seen as an
advantage, and doubtless it was in many ways. Buéd to a profound

disconnection, fostering the illusion that the @mse behind the screen was
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more vital, perfect, full of possibility, and reéat to contemporary reality and
experience than anything achieved with non-digiethods”( Poynor, 2005.

P33-34).

This is one of the significant advantages of usiing computer to produce
artwork. It is the endless remixing and redefingighe final appearance of the
image before it can be displayed, projected ortpdirand fixed onto the wall.
This tool has made it easier to modify and manigulle painting until it meets

the artist’s requirements.

3.3.1.4. Storage and accessibility

Digital work in progress can be stored on diskrangferred via the internet to
any location for further work. This flexibility alvs artists to work from almost
anywhere, whereas traditional artists are resttitbespecific places, spaces and

times in which to work.

These significant characteristics provoked the aeter to use such new
technology in the creation of his artwork becauseiggested that it may satisfy
his needs. Digital paintings look rich in coloureewvhen stored on a disk for a
very long time. The software that is used givesgrauction of the artwork a
real-life sensation. This was an intended outcomd axpectation of the

research project.

41



These aspects of the assumed possibilities an@giens regarding computer
based painting, and in particular the perceptiothefwork having been done

mainly by the machine, is one of the things thatrssearcher set out to explore.

3.3.2. Artist perception of digital creation proces vs. traditional

3.3.2.1. Pleasure of traditional painting versusl@ation in digital painting
According to Gogarty (2004), as the artist pragipainting and develops his
skills, the artwork production also improves. Thiecess values the handmade
and places it at the heart of much of practicaliti@nal methods of painting on
canvas allow a certain creative freedom. Visuatjzand imagining the final
appearance of the traditional painting dependserekperience and knowledge
of materials and processes. This interaction otiglises enables artists to
imagine their production beyond the dominant fraiifee relationships between
the skilled hand and a culture's ability to expiies=f have been considered as a
kind of conclusion, which conceptualizes the combon of personal and

collective experience.

Traditional abstract painting has few rules regagdstarting and finishing. A
blank canvas can be approached from the bottonprtopddle. Thus, the artist
has the power to control the whole image from @sting angles. Artists, such

as Jackson Pollock, agreed that painting with godinectly onto canvas led the
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artist to feel more attached and enabled him/hevdlk and view the painting

from different perspectives to create his/her arkwlarrison and Wood, 1992).

In order for painting to be successful then, thestahas to become a part of the
painting and engage with the creation process. &alpart of the painting
means to have understood and explored the poteritiablour, texture and
canvas and to envision final outcomes. These aspeslhte mainly to
viewpoints and the relationship between the viewpand the surface of the
picture. This research project has also exploreskehpoints and gathered
opinions from artists and designers in the UK andidi®é East; this will be

addressed in the fifth chapter.

As regards the conventional materials adopted bst miothe fine art audiences,
searching for the abstract artist's emotions aetirfg is more important through
his/her colour and surface texture. However, whb tigital technique, the
materials and process applied gain prominence.h@rother hand, using large
canvases or adding new materials to traditionahtpa also will address

guestions about the media used.

Some artists prefer not to use technology in thwirk because of its precise
limitations. Since artists do not work directly itanvas, they do not become a
part of the picture, and the closeness to the sairtd the painting is missing.

Some painters have therefore found that using tdogw in visual art is not
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particularly satisfying. Susan Brandeis (2004) aadmade textiles artist, points
out that although new technology is quick, in saases it can also be irritating;
her imagination works faster and quicker than caepapplications. She uses
technology minimally, and the use of technologyhar artwork production is

virtually invisible to the viewer. Brandeis meanseixpress her thoughts and this
technology is only a tool in creating a finisheadguct and is not an end in

itself.

But traditional art also has its drawbacks. With'umado’ function in handmade
production, artwork is risky and unpredictable, efhmight make it fail in some
way. “Undo” is one of the most significant elememtscomputer art since it
helps artists to adjust and manipulate their pagstiwhile working in layers and
in stages. Without this command, a painting mayl WwaVe to be discarded as
failing, and irretrievable, in terms of delicacyRebecca Strzelec, a designer
working with digital technology, suggesthe risk proposition is completely
altered for her by the digital medium. The abilitytake risks while creating
new work is something | would never allow myseffutty experience while at
the traditional bench....More importantly, | alwaygelt that working
traditionally meant that once the piece was bedwera was very little room for

exploration” (Strzelec, 2004. P4).

With the surge in technology, the investigation amxgloration for new artistic

materials will continue indefinitely. However, asyor (2005) points out, it is

44



difficult to compare any traditional medium withgdal art and its intense,
unique and sensorial marks. Human imagination ils atved by the latest
innovations in the field of art, whereas handmadavihgs and scripts have

been a direct response to the formulaic effectssofg the digital materials.

Moreover, the freedom to explore the details ofainiing and to have full
control over a work of art at any stage, is onghefmost significant keys to this
digital medium. Unlike traditional painting, digitpainting makes it possible to
control everything at once and view it more dedpjore displaying the work

elsewhere.

3.3.2.2. Digital painting visualization

One of the main differences between digital andliti@nal painting is the
visualization of the final appearance. Traditiopaintings cannot be completely
visualized until they are almost entirely consteactHowever, traditional artists
investigate and experiment whilst they are workomgtheir art. The final result

is considered as a function or a documentatioh@fttist’'s process and work.

Conversely, with new technology, the processesodi@d by artists can be
consistently retained and viewed. With computehg interaction between
concept and construct allows an idea to be condem@nstructed, and viewed
on a screen before the object is made tangibletdDaytists have the freedom to

view, change, manipulate and enhance their imagekeoscreen before they go
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beyond the screen. Colours can be changed and istbdithundred times in a

short period of time.

The use of computer technology in art also enadfiésts to work in each layer
separately without causing any effect on the rdsthe painting. Martha
Bradford * (2003) discusses how working in layers gives ttistaunlimited
freedom to add or delete any colour or line withagssing up any other shape
or form. Using this method of painting means tHaisi possible to save an
accomplished segment before making a change. Tiasacteristic enables
artists to be expressive by giving them more ogtiwhen they are drawing and
painting with a tablet and the computer. They di@ned to create the whole
painting on the computer and to build up the contposof the layers. These
layers can be organized and constructed until tbdyztion of the final painting

is agreed.

Bob Andersof (2004) claimsl can work very rapidly with multiple layers,
and get to decisions that wouldn’'t have been ptssiithout the computer”
(An interview with the artist). He notes how movifigm a traditional method
of painting to the new technology is a kind of ¢age, which places the artist
in a different world. The transformation from trilnal to digital equipment
allows Anderson to work in each sequence of thelywtion individually. The

researcher assumed that it could be difficult tarcte for the hidden potential

" Martha Bradford is a digital artist who has strefgws about this relatively new concept of
using computer and software as a traditional toaréate amazingly realistic artwork.
8 Liquitex, 50th Anniversary Artist Interview, 2004
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element of digital material and merge it with othmeedia to give the same
appearance as traditional paintings. Thus, moreareh in this area needs to be

carried out, which may not be simple.

Working with the digital painting’s layers is agsificant a feature as the ‘undo’
function, which would be impossible to have witladitional method. This
technigque has drawn the researcher’s attentioheauestion of when a digital
painting is finished. As digital artists have threedom to rework and access
their painting’s layers, is it possible to consitle digital painting as a finished
piece? From the researcher’s point of view a digatastract painting once
printed out and exhibited somewhere will be cormgdea finished painting.

More about painting’s layers will be discussedha hext chapter.

3.3.3. Audience perception of traditional versus dital abstract painting

"Different kinds of making may provide differennds of understanding”
(Dormer, 1997. P436). What is remarkable abouttalighainting is that most
viewers want to investigate the process of the ticneabefore exploring the
painting itself. Evidence for this thought will Ipeesented in chapter six. This
reaction puts digital artwork at the centre of aeviranging debate, which
appears to add value to this kind of art. Viewdterotry to investigate digitally
produced paintings in depth and compare them wattlittonal paintings to see

whether there are any differences.
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When viewing abstract painting, they are often tem@pto look for objects

where none exist; therefore, it is more challendmgreate an abstract painting
that has meaning. Abstract painters usually paeit pictures from feelings and
emotions which made it difficult to understand theaning behind the images

in the painting without an explanation from thastris/herself.

3.4. Difficulties of integrating digital technologyin art

3.4.1. Technical difficulties

Artists who refuse to accept the integration ofitdigiechnology in their work

refer mainly to technical problems that they magcemter. However, Judith
Barath (2003) writes that when she starts a digitahting, she begins a full
emotional engagement and forgets all about thenteahconcerns. She notices
that the connection between her imagination andstheen allows her to create
her artwork. However, working digitally demands hreg levels of alertness in
order to control all features of the computer. Tieishnology requires alertness,
as users are required to use both hands in orderot®ess commands. Artists
with limited skills within the technology they ausing are often challenged to
understand how they can enhance their artwork. &ithechnology training,

they often become frustrated and lost.
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3.4.2. Digital technology produces non-humanized wio

Other artists support the idea that the computenatado all the things that the
human hand can do. Hand techniques provide a abaté@ce, a humanizing
feel, a correlation to tradition and a conduit tbe self, alongside, and in
conjunction with, the use of computer techniquesn& fear that humanity has
been removed from the creative process. But thepaten is merely a machine
that cannot function without the artist’'s skill8Ve need to completely re-
evaluate ‘computer art’. The term presently refergshe making of art with the
help of a computer, the art to be enjoyed by huotaservers. The artist is the

one who makes the creative choic@sév Manovich, 1994. P62).

Therefore, artists should not avoid embracing cdemgubecause they can
further artistic output in many ways, and humares @mpletely in control of

this technology. Those who argue against the usgithl art are missing the
point; computers are tools in the creation of adisnpressions, controlled by

the hands of talented and creative artists.

3.4.3. Colour calibration

Colour calibration is another issue that can deé&nters from using computers
in the production of their artwork. It is difficutb match colours seen on the

computer screen with colours that are printed arvas, or any other materials,
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without a series of colour tests. According to theious developments for
computer screen, artists are sometimes frustrateehvthey print their images
on the surface to be displayed onto the wall. Tégation between colours on
the true-bright screen with colour on a surfacguge often notable. Artists see
colour on the computer screen as very clear anéighecoming from the back

of the monitor changes the hue of the colours.

The computer monitor projects the light from thelbaf the screen where the
colour is displayed. Therefore, computer artises@ntrolling and adjusting the
luminance contrasts and colour purities accordindpeir significant degree. But
this control will be lost with the printed imagesiieh may impact on the artists’
decisions and thoughts. As the researcher pointeédrom his practice with

digital technology, the reflected light from thengouter screen is one of the

most important aspects that the artists need twaee of.

Although computer applications offer an artist nnasgossibilities of colour
palette without the difficulty of mixing colours tobtain the right one, it is
difficult, sometimes, to pick out the right colonithout testing the palette many
times. The computer often offers a different typecaour, however, it is not
about getting a fine-looking image but about hows§iad artists are with the
final appearance. Thus, while the computer opedtess possibilities of colour
hue and contrast, control of a specific palettdiwithe computer in some cases

is more difficult than when working by hand.
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With traditional methods of painting, artists camngol the light's angles and
project to the precise point to reflect the coldkrough light. Light in this

technigque goes towards the surface of the paintintge same direction as the
human eye. However, with the computer screen tie leflects on the human

eyes through colour (Metcalf, 1997).

lllustration artist Dani Jones (2007) further nesicthat due to the flatness of
computer screen colour, digital art loses its hasuken authentic look and
appearance. Artists lack the ability to touch, faet smell the real colour and
medium. Making a mess and touching the actual coMhile painting, allows

the artist to express him/herself and become mibaeleed to the work. This is a
kind of a full interaction with the colour and thsurface, and digital art

completely lacks this interaction at this moment.

3.5. New technology as a new medium in art

In 1987, the pioneer of Computer-Aided-Design Stgnlechtzin stated:
“Countless artists are utilizing the technologidstiee past and are proving that
there are always new insights and discoveries tonade even while exploring
what superficially may appear to be well-charteditery. Some of us, however,
choose to work with the technology of our own gatien and become as
familiar with it as with the traditional ones. Thizecomes the means through

which the contemporary artist may create aesthgtitues and realize new
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possibilities for artistic expression. If we wishdpeak to and about our time, is
there a better medium to use than the technologseldped by this highly

industrialized society?(Lechtzin, 2005).

Lechtzin believed that our generation has beenrclet! by technology as a
medium nowadays and it is obvious that this mednas had great impact on
our lives. Moreover, due to the ongoing industriddvelopment of this
technology this medium has merged significantly hwadur art production

technologies and has facilitated and prompted rieailde achievement.

Professor of Materials Science and Engineering, itR@hivedi writes in
Materials in Art and TechnologyThe history of materials is a testament to
human creativity and innovation. It is a documeiotatof how human beings
interacted with their environment to develop resas; discover new materials
and design technologies to create and build tharldv The impact of materials
on ancient societies was so important that archagists classified this
progress into technological stages: the Stone AgeBronze Age and the Iron

Age” (Trivedi, 1998. P34-41).

Trivedi assumed that technology is a kind of susitesdevelopment of our
materials that artists have developed further teater their artwork with
unconventional materials. This revolution of tedogy is created by the

sequences of technical improvement up to, and divady) our recent decade.
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The term medium has been interpreted d% substance or material which is
used for a particular purpose or in order to produa particular effect”
(Sinclair, Fox, et al, 2000. P1036). William Baxterrther argues that each
medium used in painting particularly reflects itwroinherent characteristics
(Lin, Baxter and Scheif, 2004). This sense of “mediis defined by significant
“engagement”: a new set of tools, materials, preegsand an environment that

affords the means for conceptualization and matzifies.

In Abstracting Craft: ThePracticed Digital Hangd Malcolm McCullough
suggests thatWhen we speak of richness, difficulty, or ver#gti we are not
only referring to the discipline of our practice; the quality of our tools, but
also to the very medium in which we work. In theseeof the word that means a
pervasive context, these are the properties of diume that surrounds us”

(McCullough, 1996. P196).

In addition, subjugating the new technology for quurposes can further
successful production. Some digital artists shaat thtegrating new technology
with art elevates the medium and generates nevg bach humanity can build
upon. The flexibility of the computer makes thilta great medium for
creating art. It has its own palette and toolsetsnfwatercolour to acrylic or
oils. This allows the artist to create anythingity way he/she can imagine. The
significant part of this theory is that while theedium continues to change, the

artist remains the same (Grant and Vysniauskag})20Dhis is a new medium.
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To use it without resort to another medium is aguiry into what it has to offer,

not to use it as a servant to make what we alrdaxyv” (Lechtzin, 2005).

Digital printing is now widespread in art productin visual art in particular
and in the field of art in general. In most of theseums and galleries, digital
production is seen as an acceptable medium of icre@nd presentation.
Moreover, Susan Sontag (2000) remarked that owepton can be changed
according to the new technology which can be cameil as a kind of adjusting

tool to understand the new productions in theiald f

The flexibility of moving back and forth throughetlsteps of a process, and the
continual interaction between process and produahique to digital design. It
is as though that layer of the work remains opemofgyoing visualization and
adjustment. This is another advantage of usingtimeputer in painting that the
artist is able to rework in his painting as mamygdas as he/she wants. The artist
can change or add details to his/her painting eftar exhibiting the artwork,
whereas in traditional painting it is more diffitalfter varnishing the images to

make any changes.

3.6. Methods of integrating new technology in artwiks

The pictorial and graphical qualities of drawingjming, still photography and

moving photography migrated over a relatively shiome, in about twenty
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years, to become necessary components of the cempmateen. Whilst
photography originated as a method of recordingatbed, it rapidly moved on
to become a means of expression. A similar sitnadimse in computing. A
large amount of descriptive data was originally amiged in pictorial and
graphical manner for the purpose of communicationhtiman beings. But
computers have now become tools to give expredsitruman ideas, concepts

and aesthetics.

By applying different media in digital artwork, ets are able to establish a new
form of production. Current exploration and praeticin digital art are
recognized as pertaining to at least two distiatégories: the medium-specific
and the non-medium-specific. Thus, all new toolat tare applied to art

production change both the way we work and theabliself.

American artist Dorothy Simpson Krause uses thedworadigital’ to describe
works that build a link between traditional and idilyworlds. New digital
technological tools and traditional materials wark parallel to improve
expressiveness and to liberate art from the digitabput flatness (Barclay,

2001).
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3.6.1. Computer as a painting tool

There are two methods of integrating computer teldgy into the creation
process of painting; computers can be used as faiiting and processing
tools. Many artists use computers every day asatipg tools that help them
improve and record the developmental stages of theik. Strzelec suggests
that digital equipment is the workspace for hewark in particular (Strzelec,

2004).

Moreover, other artists save time sketching, seagchand exploring with this
medium. For example, Judith Barath uses Adobettfts to make her sketches
and then imports them into Abode Photoshop in otderreate the initial form
and colour. Later she combines various filters reate the effects she wants

(Barath, 2003).

Furthermore, as Michael Rush points d@ne of the main differences between
computer art and traditional art is the possibilif deleting a line or of

replacing and distorting photographs. But howetént is this from the eraser
for a pencil or of cut-and-paste collage? It isvs& and less clean but the act of
doing so is a form of editing and isn't the compu@te a tool an extension of
that? "Where the artist might apply paint to canvas clay to armature,

computer crafts people simply pour information itke computer's memory

bank, making their medium the computer's metn@tysh, 1999. P168).
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Rush suggests that the computer in some casesecaisdal as note-book or
sketch book that can store and record any actiahttie artist might use and
require later in his/her artwork. It can deleteeplace any elements with others

and save all steps in the memory that may be ransbe future.

David Cohen argues that British artist Fiona Raesuke computer as a tool to
build combinations of abstract colours and theastiio work in each colour
separately. Rae adjusts the layers and the shathe gficture by adding brush
strokes until she has achieved her final visiore 8kes Adobe Photoshop to
explore the colours and to manipulate the speffietts that she creates. Cohen
argues that Rae has attempted to become involvénd iconnection between the

self-consciousnesses of the brushstroke and itggi€ohen, 2000).

Similarly to Rae’s work, this research project ilweal new technology in its
production by using tools such as brushes, colandspalettes, among others.
An abstract painting was created that would otheewiave been made using
traditional painting materials. This medium savechet and created fresh

pictures, which can look as good as paintings eckst a traditional manner.

3.6.2. Computer as a processing tool

"It's a processing tool, kind of like a whirring xer" (Belsie 1995). As artists

Laurent Belsie suggests, many artists use compuaertools for modifying
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traditional artwork. Ellary Schalit, an artist who works out of her barmmNew
York, imports her photographs from old postcard® iher computer via her
scanner and then recolours and resizes the imagiéshe achieves her desired
effects. Later, she uses these images printedront fier computer as sketches
for the large canvases she painreviously, | worked with my camera and
sketches,"she says."This just opens up a whole new set of possitslitie

(Schalit, 2003).

Others artists, such as American illustrator Catytflomew, work the other
way around. She begins with sketches and paintstlaerd moves on to the
computer (Rush, 1999). Thus, the computer is usetaol that can manipulate
the artist’s production and rearrange the scalthefbalance of the colours to

enhance the appearance of images.

3.7. Summary

Technology and digital information have evolvedoira medium that has
redefined the arts, both in the practice and in pheduction of countless
disciplines, including graphic design, photograplaychitecture, industrial

design, jewellery and so on.

This chapter has focused on the handmade valuadifibnal abstract painting

in relation to new technology in the field. It hasplored the advantages and
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disadvantages of using new technology to produtsogk. Moreover, this
chapter has demonstrated the reasons why arttetgrate new technology into
their works. This examination and evaluation hatanged the ideas of the

researcher, and this will be reflected in futursvark.

Being open to interpretation is one of the ovengdcharacteristics of abstract
painting. The artist expresses emotion and infleemithout being bound to the
real world. The abstract artist can propose sinmyexpression of an emotion
towards his surrounding environment. An audience vghviewing an abstract
painting can imagine many things. Thus, the tifi¢he artwork would help the

audience to speculate the meaning behind colousaridce.

With both traditional and digital abstract paintirapidiences begin speculating
what the piece means and what the artist is triongapture. The audience then
begins to speculate what the artwork means to hiheg and to think about the

emotions that he/she is feeling.

Similarly to traditional abstract painting, digitaltists create their artwork with
emotion and feeling through the engagement of uswonsness. Digital art
production requires a highly skilled artist to urelend the potential of the

medium and to express his/her inner feeling.

59



The next chapter will cover the new media installatand the process of

creating an animation from flat surface.
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CHAPTER FOUR: VISUAL MULTIMEDIA INSTALLATION

4.1. Introduction

Unlike painting and sculpture, installation art Hewer limitations in complex
physical presences. It involves the viewer in carphnd varied ways with
being part of the artwork. This full interactioneses attractively placed to
stimulate ideological and aesthetic dialogué®avies, Onorato, ed, 1997).
Moreover, installation art is often a work of drat usually consists of extending
space. The art sometimes depends on perceptions timan the object itself,

which might be site-specific, interactive or envineental.

The following chapter will clarify the term multide installation and its
interaction with the audience. It will also investie the developing of 2D
images into 3D animation and the associated proeesk include a brief
overview of installation in the field of visual aAs indicated in the previous
chapter, audience involvement and interaction pkysmportant role in the
success of an artwork. However, some installatiorke/ consist of a variety of
components such as: light, sound, electronic neseaind so on. To understand
the meaning of these combinations audiences ratjuiresome cases, a physical
interaction or emotional reaction to gain a fulbderstanding of and insight into

the show.

° A dialogue between San Jose and Barbara Lee W#li2000
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Installation artists, nowadays, consider the sigaifce of an experience as
within a complex and expanding field rather thantlas direct meeting of
viewers and a work of art in the specific atmosphefr the gallery. Recently,
most contemporary artists are more interested enctieation process than the
object, and view the interaction between the vieamd the work of art that
occurs in an encounter as a set of stimuli. Thigudge a challenging aspect
because installation artists involve an engaginthefaudiences in the complex

physical and non-physical presence.

4.2.Installation art

4.2.1. Definitions

Installation, in its most basic form, is the act iobtalling something, and
according to Collin Cobuild Dictionaryohn Sinclair has been interpretedas
place that contains equipment and machinery whioh leeing used for a
particular purpose”(Sinclair, 2000. P874). In th®xford Dictionary of Art and
Artists, lan Chilvers has interpreted the term“as, assemblage or environment
constructed in the gallery specifically for a partiar exhibition” (Chilvers,
1990. P259). Ely (2004) further argues that thenténstallation art’ is often
referred to in relation to a “new art forff” She argues that installation elements

deal with two aspects. Firstly, the conceptual@awf spatiality, that considers

10 Bonita Ely in her article “The Ancient History bfstallation Art” 2004.
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its disciplines as architecture, sculpture, musid dance. Secondly, installation

has the intersection and interaction of the digogd with each other.

With regard to the use of physical sources in Itadtan art, this can be
described asanything the artist wants to do when given a roamwhich to

work, a definition that deliberately creates a bdoawath of possibilities”

(Rosenthal, 2003. P65). Thus, installation artesteke their audiences in an
interrelationship with the work of art by adding msupport elements to their
artworks. These elements could be sound, light ties# and other features.
Moreover, installation artists integrate physiaatdlvement with architectural
elements, and the experience emerges significamttige interpretation of the

artwork.

Installation artworks, though often made as sitecsfz works which are based
on the aesthetic experience, have the ability tyept the viewer beyond the
boundaries of a given space. This cannot be fidgcdbed, depicted, recorded
or explained and the artists let the viewer explbese boundaries. Thus, the

viewer acts as catalyst and receptor to explorevthré of art.

There is a strong relationship between the work #oed place, between the
viewer and the work, the work and the space, aedsfface and the viewer.
Installation art breaks down the traditional bartetween the viewer and the

work of art by integrating the characteristics b€ tphysical space into the
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artworks. It gives a new definition of the oldestdition in art; that it was made
directly on a wall. Thus, by separating time apdcg, art as such does not

exist.

An American art historian, Julie Reiss agrees wélam notesIn looking at a

lot of work in the sixties, | found myself distudtbley the fact that |1 could
arbitrarily start looking at a work from any poif view. In my work | wanted
to confront the spectators directly and draw thenphysically to discover space

with their bodies”(Reiss, 1999. P48).

Reiss is herself drawn into the full engagemenhefaudience with the work of
art as in being part of the whole composition. Thgerrelation could be
achieved by physical or emotion interaction. Reigsits out that installation art
consists of elements that should be available wénatdiences are trying to

present it.

The most important element is the view#he essence of installation art is
spectator participation,” (Reiss, 1999. P89). Spectator participation plays a
significant function in giving sense to the artwolkthe spectators were in any
way limited in exploring the installation art, thisould lead to a lack of
interaction. This can only be damaging to whataitstion art sets out to do.
Some galleries limit the interaction between inatalns and spectators and thus

give viewers weak perspectives of the work. But soartists view this
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limitation as empowering. They have the power tote® the way people see
their work and adjust the objects according to qeais concerns. Robert Irwin,
for example, in his artwork ‘Untitled’ in969 [figure 4:1] controls the light that
is separated from acrylic discs and the shadowctetfee lights create at the
center of the work. Irwin tries to control the text of this work to force the
viewer to perceive them from a single dominant &gatpoint. In addition, he
blurs the perceptual boundaries between objecspade (Davies, and Onorato,

1997).

When viewing this installation [figure 4:1], vievgerreact through visual
observation and meet challenges most particuladbpua the viewer's
expectations of materials and conventiorBerteption and action occur in a
time continuum. Most actions alter the visual aadtite field sufficiently to
make new judgment possible...Action (or behaviothésonly medium that |

have to confront and judge my mind’s decisi¢Baden, Undated. P3-4).

Installation artists involve their audiences anawdrtheir attention to the
interesting point of view. In fact no two viewersceunter the art in the same
way “It is interesting, too, to see two very differer@sponses to the same
space” (Klein, 1958. P37)Some installation artists consider that the vieger’
perceptual journey through space is the focuslaraktic decision that has led
the viewer to be the center of the artist's interd$us, the viewers’ visual
experiences and physical appearance are equallgriamp in understanding
installation art that requires physical interactwith the space, and site-specific
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installations which demand physical and perceptrajagement in order to

achieve a high level of knowledge regarding theremment.

Installation artist Jennifer Steinkamp creates dwn language in her work
‘Stiffs Installation’ [figure 4:2] in 2000. This fguage investigates illusions that
transform the viewer's perception of actual spate & synthesis of the real and
the virtual: 'One of my greatest challenges is to create a wdrkrav complex
ideas can be best experienced as works of &tBinkamp said (Steinkamp,
2001. P109-112). Steinkamp’s work engages the vg@wattention by using
lumen projection reflections on the monolith. Trgtthe viewer sees both the
light moving onto the column as well as the shadasvthe light comes from

behind the viewers.

Installation art often relies upon computer basmthmology due to its origins.
Moreover, in Steinkamp’s work and that of many otlestallation artists,
installation art seems to be engaging with adept teehnology. Artworks can
be established in a way that has never been expedebefore and which is

sometimes very tempting for both the artist andalidience

4.2.2. The roots of installation art

The beginning of installation art can be traceckitache second half of the 9

century. Installation art had a direct impact or timternational Surrealist
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Exhibition held in London in 1936 and in Paris i#38. Richard Wagné, for
instance, create@esamtkunstwerkTotal work of art, late 1840s), which is an
operatic performance that encompasses music, ¢haatt the visual arts and
which shows a synthesfsof sensory impressions that overwhelms the viewer.
Wagner created his own atmospheric elements, sach darkened theatre,
sound effects and seating arrangements, which édctise attention of the
audience on the stage, thus completely immersiemtim the imaginary world
of the music drama. ‘Total work of art’ is definad the complete integration of
art, architecture, music, poetry and drama. Thiskwepresents not only a
combination of various techniques, media, and avaddisciplines, but also a
conceptualization of art as a means for dialoguh thie viewer. These concepts
were revolutionary at the time, but they have sicm@e to be taken for granted

in the modern environment of operatic performaca(i, 2002).

In 1958 Yves Kleii®, a nouveau realist artist, presented one of thbest

installations called “The Void”. It was a preserdatof the empty white interior
of a commercial gallery. Klein sought to infuse tisrks with elements drawn
from the world and give them new spiritual sigrafice. Later that year, the

American painter Allan KaproW used the term ‘environment’ to describe his

11Wilhelm Wagner (1813 —1883) German composer, @ctod, music theorist.

12 The term “synthesis” is commonly understoodda@bh integration of two or more pre-
existing elements which results in a new creatinraddition “synthesis of the arts," is
commonly used to describe any integration of midtat forms.

13 A French artist (1928-1962) and known as orth®imost important artist in post-war
European art.

14 An American painter (1927-2006) known as a péored performance art.
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room-sized multimedia works. But the term “instAdla art” was not used until

much later (Klein, 1958).

In the early 1960s the term ‘installation’ referrednothing more than how an
exhibition had been hung. It was considered as resstoaction for a specific
interior that was often intended for a temporaryiqee The artist invited the
viewer literally to enter into the work of art inrder to demand active
engagement of touch, hearing and smell. By 197@jrghterminology emerged
and phrases such as ‘project art’ and ‘temporaty l@gan to circulate.
Regardless, early forms of installation art coll@ed with movements of the

60s and 70s such as: Pop Art, Realism, Minimalisth@onceptual Art.

With the discarded items found in the streets ofvNéork City, American
installation artists started to present their wdrk.1960, Claes Oldenburd®
“The Street” and Jim Dine'§ “The House” involved the viewer in the physical
atmosphere as a total experience to develop the i&aart. Oldenburg housed
his installation “The Storelh a rented shop in New York City for two months in
1961. This space functioned as both a studio aodnamercial gallery, as a
source of creation and a retail outlet. Alan Kapmdao showed his installation,
“Words” in 1961 [figure 4:3]at the Smolin Gallery in New York City in that
year. Kaprow’s work consisted of various sheets atid of paper combining

random arrangements of words with music played byeml musicians,

5 A Swedish sculptor born in 1929 and well knownlii public art.
8 An American Pop artist born in 1935.
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prompting the viewer to walk right through this apgntly disorganized

mixture (Kaprow, 1961).

Other installation artists also began to emergeiratahis time and helped to
further modify viewers’ perceptions of art. Amemcaninimalist installation
artist Dan Flavift, for instance, in his ‘Untitled’ light installatioin 1973
[figure 4:4] changed audience perception of intesippaces through the precise
placement of fluorescent light tubes of differealocirs:*One might not think of
light as a matter of fact, but | do. And it is, bsaid, as plain and open and
direct an art as you will ever find(Flavin, 1987). In addition, this work, as well
as some of Flavin’'s others, have been credited wilping to start the

minimalist movement in 1963.

Therefore, installation art was now assumed to benaplete body rather than a
gathering of objects. It became the chosen for@rofor artists working outside
of conventional materials. Edward KienhSlzan American Pop artist, created a
piece called “The Beanery” in 1965. Kienholz consted an environment of
real places through which the viewer could walk amglore the artwork from

inside.

1 An American artist (1933- 1996) known for usingdtescent light in his sculpture and
installation.
8 An American installation artist (1927- 1994).
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In 1966 the American painter and filmmaker, Andy '®, emerged on the
art scene and produced two split installationstv&siClouds”, which consisted
of a of a room containing only silver-coloured haikfilled pillow shapes and
Warhol’'s “Cow Wallpaper” which covered the otherlwef the Leo Castelli
Gallery. This installation showed how Warhol remdvemself from his work
and renounced traditional painting to embed the nmeerials in his works. In
addition, between 1966 and 1967 Warhol creatediassef multimedia events
which featured a musical performance by The Velyretlerground (American
rock band) and Nico (German singer) which was daflExploring plastic
inevitable’. This event showed Warhol’s film abaatnce and performance. The
result of these compositions comprising dance, onaisd film was a shifting of
complex sound tones with the phenomenological awtesn of audience and
sound. The viewers experienced the artwork byttta@ing their attentiveness

and their perceptual engagement with the work of ar

In 1978 Richard Jackson, an American artist borh989, used his canvas more
structurally and displayed a 30 x 19 foot diamohdged canvas above the floor
at an oblique angle and pushed a freshly paintetamgular canvas with

primary colour over it (Jackson, 1998). In doingstthe demonstrated that his

installation consisted of half architecture and ladistract painting (Rubinstein,

19An American artist born in 1928 and a very well WwmoPop artist. His early career was that of
commercial illustrator, Campbell’'s soup cans. Arfterathat became a filmmaker, record
producer and author. Warhol worked with various mesuch as painting, photography,
drawing, sculpture and silk screen. He died in 1987
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2005). This brings to mind the American abstracpregsionist Jackson
Pollock’s paintings. He used a similar techniqud arsimilar sense of freedom
to express his ideas about contemporary art. Rolleas concerned about the
process of makindthe thing that is wrong with the painting procasghat it is

an editing process, you make ten paintings and laavexhibition showing the
best five. My work doesn’t edit anything, it's eride of a work performed, of a

process’(Blake, 2001. P196).

Jeffrey Sha#, pioneered the use of interactivity and virtualityhis many art
installations and produced his first interactivstatlation in 1983 called “Point
of View”. In this artwork, Shaw calls upon the plogd involvement of the
viewer. This consists of sounds and images that lwancontrolled by an
audience:"lt is the particular audio visual journey made byspectator who
operates the joystick which constitutes a ‘perfaroea of this work. For the

other spectators that performance becomes 'théaghaw, 1991. P24-26).

With the development of the electronic and digitedhnologies in the late 20th
and 21st centuries, installation art improved apatitewing the viewer to
immerse themselves in spatiality and the extensidnthe body. This
development in art form has led visual artists trass the relationship of

figure to ground, object to spatiality.

20 An Australian media artist born in 1944.
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By and large, in the 20th century the visual artias shifted focus from the
dominance of the ‘figure’, or object, to the ‘gralinand the spatial
characteristics that all modernist art practicesrbBa Hepwortit and Ola
Cohrf? believe that installation art has shifted the \éew attention away from
the material object as the focus of interpretattowards the spatial. This
alteration of conceptualized spatiality has totélnsformed the glossary of art

practice.

Ann Stoddard, an American artist, noticed that ¢$f&s moved towards
installation art to explore the potential of hetwark. This helped her to
overcome limitations of the frame of painting andus on the spatial element of
the work atmospherél wanted to work in the space of the viewer, tokeart
that existed in the space between life anda shared space that included the

viewer and time"(Chalifour, 2004. P10-11).

Thus, installation artists created their artworkte widely accessible to a
diverse audience. Moreover, some of the art csitisi explored the relation
between culture and nature. Other artists sucheasifér Steinkamp and Jim
Isermanf® investigated space and time with regard to thearubody. With the

complex of interrelationship between space, time iaterpretation of life other

2L A great British sculptor in the twentieth cent@t@03- 1975).

22 An Australian sculpture artist (1892- 1964).

% Born in Wisconsin, 1955. Using conventional howsematerials such as plywood, fabric,
glass, paint and so on to explore the abstractidndasign throughout his installation.
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artists such as: Eleanor Antfn Allan Kaprow and Erika Rothenbérg have

brought their innovation and insights into art aiksttion.

4.3.Interactive installation art

With regard to the widespread nature of art anddifferent ways of making art,
there is an interest in trying to understand themgexities of the processes that
take place between the viewer and the perceptiatheofartwork. This section
aims to explore the strength of installations itegrating the audience into the
artwork. Viewer emotive participation interactivitis one of the features that

motivates the researcher to use digital technofoigi¢he produced artwork.

The digital medium exhibits distinguishing charaistiics, which are often used
in varying combinations. Digital art is often irdetive, allowing forms of

navigating, assembling and contributing to artwelyond the extent of merely
experiencing it. The medium has challenged tradi#ionotions of artwork,

audience and artist. Developments in the artistediom suggest that most
installation artists shifted their attention frotretart object to the post-object
conditions of possibility and a fluid interactioetiveen different manifestations

of information.

24 An American performance artist, film maker andafiation artist born in 1935.
25 An American artist born in 1950.

73



In art installation the artist usually evokes thensorial experience of the
viewers. The creation of this interactivity can agg the viewer by using
various elements such as sound, touch and fiGhtr new century is becoming
increasingly infused by odours that mark a cultutansition into a digital

culture” Margaret Morse said in Sensational TechnologiekkBeand Saaze,
2004). Morse and other artists tried to produceveamt that evokes the
sensations of the viewers. They are trying to exptbe synaesthefftreaction

of the viewers. Annet Dekker and Vivian van Sa@&894) pointed out that both
emotion and body reaction engross the viewers édiight of light, sound,

texture and so on.

4.3.1. Value of interactive art

“The artistic experience, however, has long beentemplative. A painting that
we can look at carefully and at length offers deeemterpretations according to
moments, years, centuries. The artistic relatiopghetween a viewer and an
artwork exists within, mentally. The artwork (itdérpretation) evolves, changes
(invisibly) under the gaze of the viewer; in faathanges the gaze of the viewer:
the viewer changes within through the artistic egee” (Le Meur, 2002.

P204-209).

%6 Synaesthesia is used to describe the interacéitween two senses or more which normally
function separately, for example, between hearimhlstening sensations.
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Since the 1960s, artists and art theorists have pegticularly interested in
audience patrticipation. They have paid speciahtte to interactive artworks
that can transform viewers into participants ugimg medium of the time. The
traditional art forms of text, painting and sculgtu among others, have
synthesized together creating interactive mediatdmynology support. New
technology added more complicity to the artistictenals and facilitated the
interaction between both audience and materialtherartwork itself. Thus,
collaboration between technologies and artistsuieatly creates new forms of

interaction and visualization.

Nowadays, the invention of the CD-RGfand the DVB3® alongside the World
Wide Web allowed the incorporation of 2D and 3D piyias, movies,
animations, text and sound into new locations artely available outputs. An
added tool to this mix has redefined the notionadistic experience-user
interaction, the users’ power of choice to co-aeatdigital artwork within

artist-defined parameters.

Although interactive art is critically acknowledgadd documented, multiplicity
has accompanied its definition (Reichardt, 19710, 1993; Lovejoy, 1996).
Ptacek (1994) indicates that in interactive art, bgnipulating the artwork,

viewers are allowed to experience it by direct exgdion. Thus, the long-sought

" This is an abbreviation of Compact Disc read-engmory, which usually includes music,
photo or data that can be accessed by computer.

8 This is an abbreviation of Digital Video Disc whicontains media files and data storage and
is also run by computer.
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goal can be achieved by increasing viewer partimpa The “Total Artwork”
concept of 1840, an unrealized dream of many nemttecentury artists,
became an important art form at last; viewers vedle to experience such art
works not as mere observers, but as active paatitsp who could interact with

compositions of art to alter the character of whay experienced.

In the attempt to give meaning to interactive &g, Meur (2002) argues that
more value is generally granted to the viewer'stiea to the artwork than to
contemplation of the work. Viewers are thought te bhore present in
relationship to the artwork because they can “maaip” or “literally”

transform it by using interfaces; the viewer camsh the work, take part in its
realization and become its co-author. The obsematf images and the
qguestions of representation disappear, driven alsaythe power of action
possessed by the user. Moreover, Edmonds, TuneiCandy argue that the
appearance of the artwork has a great impact owiéwveer to interact with the

object performance (Edmonds, Tuner and Candy, 2004)

Interactivity is defined by Peacock (2001) as eipmes mediated by and
including computer systems that take in physicatldvactions, and give out
display in visual, sonic and haptic sensory domasinggly or in combination.
The term “interactive artis used in this thesis to include any form of iat#ion

that takes place between the artwork and the vieimeparticular, the visual

interaction. Due to the development of digital tealogy in the field of art, the
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opportunities to include audience participationénaéncreased (Edmonds, Tuner
and Candy, 2004). In addition, visual interactivityvards artwork is no longer
limited to physical interaction alone. Interactivestallation allows the artist to
build on what has already been achieved and alédlftth expectations of new

development.

Lynn Hershman, regarded as the most influentialafenartist of new media,
considers that with interactivity it is possibledisange the passive reception of
the viewer into an active one (Hershman, 1993). U$e of the new technology
deals with the viewer directly and involves the iande in a dialogue to think
and explore the artwork depending on the viewexpedence. Sokéinkla
(1994), a German art historian and new media crigimarks that interactive art
allows the viewer to intervene in the action iraten to the work of art. Today,
most artists involve technology in their artworloguction rather than standing

outside of the new technologically advanced society

In the late 1960s and early 1970s, American Interacrtists such as Ken
Feingold, Perry Hoberman, Lynn Hershman-Leeson Kkad Sims designed
their installations with the purpose of encouragumwvers to create their own
narrative or association with their interactive worf art (Hershman, 1993). In
doing this, they established a new task for artrgt® would like to evaluate
their art. Thus, interactive installation has beeomore dynamic and broken

barriers in terms of the limitations between ardist! viewer.
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In addition, in some interactive installations wmdual behaviours, emotions and
personalities are closely related to the work’s gmarocessing. Images in
installations are not pre-fixed or predictable, ather represent changes in the
viewers' interactions with the installations’ evmoary image processes
(Sommerer and Mignonneau, 1999). Timothy Druckretes:“If images are to
become increasingly experimental, then a theoryepiresentation must be
evolved to account for the transaction provokedgaésticipation” (Rush, 1999.

P117).

4.3.2. Audience interaction with the artwork

Regardless of the method of art production, thenalle aim of any artist is to
galvanize the viewer, to make contact and to bmeaningful relationship with
him/her by communicating ideas, emotions and semsesdistinctive way, the
artwork and the artist aim to influence the viewgris section will discuss and
highlight the importance of involving the audienas a part of installation

artwork.

4.3.2.1. Audience definition

The term” audience” in this research is a longstanding oreglwdescribes the
people to whom the artwork is exhibitethe audience cannot be labeled as
merely observers or viewers, and it is difficult smgle out individuals who

interact with a piece of art. Some installationsésteven consider their audience
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as an important element of the creation of thewark; involving the audience
with the artwork quantifies the success of the wamkong other elements. The
response of the audience is an important indicltosuccess, but it does not
directly influence the art practice itself. Butredtigh art is often free from client
demands and economic imperatives that have stneadnlidesign, artists

traditionally approach their audiences with finighveork.

4.3.2.2. Degree of audience participation

In the 1960s and 1970s artists and art theorigenderd their area of interest in
terms of artwork and considered audience partidpato be the primary
element in the success of the production. A Profest Technoetic A, Roy
Ascott®, developed a theoretical position that focused tba interaction
between the audience and the work of art. The @egfréhis interaction with the
artwork depends on the relationship between theoakt artist, viewer and
environment (Ascott, 1966). Cornock and Edmond3 8} @efine the interactive
categories within the artwork to include: (1) statf2) dynamic-passive, (3)
dynamic interactive and (4) dynamic interactive Wag (Cornock and

Edmonds, 1973).

Static refers to an instance when there is no phls$nteraction between the

artwork and the viewer that can be observed by sameslse. Thus, the art

29 Mel Alexenberg interpreted the term ‘Technoetig“bnderstanding the dynamics of the
creative process in contemporary art that arisesrfrthe confluence of art, science, technology,
and consciousness research” (Alexenberg, 2006).

30 A British artist born in 1934, working with cybestic and information and communication
technology.
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object does not change as the person views it. Memvehe viewer may be
experiencing personal psychological or emotionattiens. As in art galleries
and museums the visitors look at paintings or phistien to tape recordings and
talk to others about the art on the walls and, g@lyespeaking, obey the
command not to touch. This type of interaction tleel researcher to expand his
vision of his artwork production in terms of intetiaity. Hence, this category
represents the interaction in the visual perceptiothe artwork. And this is the
only form of interaction in the researcher-produgedltimedia installation,
where the viewer interacts with a projected multraeanimation of abstract
painting visually and in particular with its hiddéyers and colour. Although,
the researcher’s animation is not touchable and ao¢ require any physical
interaction, the combinations of sound and movinmggdes create emotional

interaction.

Dynamic — passive in this category are the envimemtad factors such as
temperature, sound or light enabling the audiertoeshange or modify the
mechanism of the art object. Thus, any changes asichlicking, dragging and
dropping to modify on-screen elements are entipeddictable. The viewer is a
passive observer of this activity performed by #navork in response to the
physical environment. The physical interaction vititese elements lead the user

to become a cause and control the interactivithéncategory.

80



In a digital interactive artwork, the user engamgean artistic feedback loop to
transform artistic elements and relationships tangies in colour, shape, texture,
text, animation, music, sound, voice and screensitians. The user makes
choices about these over time, creating ever netv wdated information
configurations and perceptions. The user buildstenative cycle of aesthetic
relationships, and through this cycle of perceptma co-creation, fulfils the

meaning of the work.

The dynamic-passive but the human ‘viewer’ has @ivearole in influencing
the changes in the art object. Viewers in thisgate are playing the major role
of modifying or adjusting the work of art and altigh their interaction is

passive the response is nevertheless crucial.

Dynamic —interactive (varying): similarly to otheategories, dynamic-passive
and dynamic interactive, with the addition of a miyidg element which is a

human or a software program. This modification éemlthe audiences to
change the original specification of the art objdwt cannot be predictable

(Edmonds, Tuner and Candy 2004).

Some digital interactive media artists considemtbelves as the audience for
their production. As an Australian visual and inadésciplinary artist, Simon
Biggs suggests that classical artists must intengitt their artwork by being

their own audience (Austin and Vogelsang, 2003eyTjudge and adjust their
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artwork until deciding it is finished. This concept Biggs encouraged the
researcher to test his artwork production by vigatrfrom the point of view of
an audience. This shift in the evaluation processnfthe artist producing
artwork to the viewer led the artwork to be easynderstand by other viewers.
Whilst artists consider themselves as viewers dutire creation process the
manipulation and adjustment of the artwork will lsentrolled by both

perspectives, that of artist and that of viewers.

These approaches empower the audience; the adisiciously becomes
involved in a participatory process that puts tkgegience of the audience at the
centre of the piece. This is an interesting andoirtgmt shift in the role of the
audience as well as in art practice. The engageofehe audience becomes an
important factor in the creative process of thevark. Keeping this in mind
however, research for this project followed ofteaditional methods of
production. The creative process was based onhitweghts, experiences and
emotions of the artist himself; feedback on ongowagk normally came from
the self, peers, patron, or the curator. Thus, 8iggrds were kept in mindt
am aware that | tend to make my work for an audiesicone, mysel{Austin,

Vogelsang 2003).

Thus, the opportunities for audience participatiare magnified by widespread
access to digital technology and the developmengeaferative systems in

sound, image and multimedia based art (EdmondsrTamd Candy, 2004). The
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audiences are free to manipulate and explore ttaliation in any way that is
more convenient to them to gain full understandimgugh their thoughts and

experiences.

4.4. Abstract painting animation

Man Ray’s photograms and Atget’'s images of Parimatestrate how newly
developing technology, in this case photography, lma used in emotional and
expressive responses to human experience and emérd. In subsequent
decades, the sequential photography of scenespeviexds of time provided the
moving image on screen as a device that allowechawience to see the
depiction of time itself as related to people amaces ‘captured’ on camera
(Burns, 2006). By making use of the human eye-bcanfiguration, with its
lack of ability to see individual images within agsience that is presented at
little more than twelve pictures per second, ph@pgers such as Land and
Frieze-Green brought into being the moving imadgja fHeliotrope). Now the
fourth dimension of time could be captured, alonthwlepictions of the three
physical ones into a perspective rendition, angepted onto a viewing screen
for the audience to experience. Along with thidestfic, physiological and
natural history subject matter could be recordedcerotime, and body
movements, motion and change could be projected strieens for all to see

(notes by the researcher from John Burns, 2006).
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Directly following this boom in technology, thesewn techniques were applied
to artistic expression. ldeas and narratives caold be portrayed on screen in
the form of moving images that had been directed @atorded rather than
simply captured from nature. Moving film photogrgphs a technique for
drawing with light across a surface and within tifreames provided a means for
artistic expression in addition to recording detaif one’s surroundings. New
aesthetics and working methods were developed itftatrporated painting,
theatrical and storytelling practices into the newdeveloping art form of
moving film. Land, Eastman and other pioneers wdaier go further and bring
the element of colour perception into film techrgyldhereby increasing the mix
to include other elements of naturalism, compaos#ioconsiderations and

meaning.

Such elements figure strongly in painting and drawithese technological
advances would later merge with traditional pamtamd graphic art forms as a

means of personal and artistic expression.

4.4.1. Abstract painting and movements

Paul Klee notes:The work of art is born of the movement, is itsalfixed
movement and is perceived in moveméhititzler, Gortais and Drogoul, 2006.
P101-106). Abstract painting is a dynamic art, \whian be explored through

both creative processes and evaluation; a processed by organizing colours

84



and shapes that the artist interprets as beingetestCollopy (2000) agrees that
the third dimension of abstract painting is motidihis changeable dimension
depends on the introduction of temporality to pamt While painters and
sculptors have long attempted to suggest movenmetttdir static works, the

development of a true visual art of movement awlaite invention of film.

Thus, abstract art animation is the new name adraithat began early in this
century, when Futurists, Dadaists and other mod#ists emulated the motion
picture as the medium that could add movement &g ffaintings and graphic
designs (Starr, 1987). Soon after, Winsor McCay en&ds first animated

cartoon, based on his comic stkiitle Nemoin 1911.

As Collopy (2000) states, Leopold Survage was extig interested in
introducing movement into his painting. He producetbre than 200
watercolour sketches that represented key ideaarfabstract film, though it
was never produced. Survage created sequencestodcbpaintings in Paris,
which he called “Coloured Rhythms”. He patentechiMhe considered to be a
new art form. Failing to persuade the Gaumont Camga film his work in
their primitive new colour system, Survage abandohnis invention and spent

the rest of his long life as a Cubist painter.
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In the earliest days of film, a small number ofmfthakers turned their attention
to abstract works that they often designed to apamy musical performances.
In 1921 Hans Richter created his first film, Rhytlsm21 [figure 4:5], which
explored the visual elements that transpired thnodifferent stages creating a
transformation and movement for the eye. Richtes wae of the first to
recognize the possibilities cinematography offetied artist (Richter, 1952).
Today, Barbara Neubeur, a German filmmaker for @ifélm Contemporary,

also uses direct film techniques to create movisgalsthat respond to music.

This early interest has gradually developed, bengnwhat is now called
computer art(Hutzler et al. 2006). Thus, the creation of anigdaart is one of
the major reasons that computer technology waiedilto create artwork for
this research project. The emergence of computehntdogy in art is a
generation of coloured images in a more or lessmaatted manner. A line, shape
or colour bear a different meaning in themselves doe particularly meaningful

with reference to each other, thus generating d@nsnd movement.

The tension created by shapes and colours mustdoéved by the addition of
appropriate new coloured shapes. A shape demasdsdtition of a new one,
which in turn requires a third one as a countenpama creative dynamic in
which the artist is guided as much by the gestaterk as by his or her own

spirit. As indicated by Hutzler (2006), abstractnpiag elements such as line,
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colour and shape must be combined in equilibriuroroter to end the creative

process without disappearing.

Abstract painting can be looked at as visual re$ebecause the artist guides
the evolution of a complex system of interactingss and colours. Some
abstract animators focus on the abstract posghRildf moving visuals that are

analogous to the more abstract experience of nfivkiDonnell, 2003).

4.4.2. Abstract art animation

Animators, illustrators, filmmakers and computere@plists use computer
software to create their animations (McDonnell, 200Animation creates the
optical illusion of motion, rather than recordingotion as a kind of visual

technique; this is usually used for motion picturdswadays, it can be done
with the aid of a tiny virtual camera, whereasgiorally animation was created
by filming a sequence of drawings or positions ofdels. Progress made now in
software and hardware development makes computergied imaging and

animation not only more accessible, but affordahlenany areas where the

importance of visual communication is needed.

As indicated by Pamela Turner (2004), photogramer computer animation
artist, there are also the designations of “norectbje” or “absolute” or

“concrete” animation, which do not include referemto recognized forms but
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instead employ imagery, are completely liberatemmfricon and symbol, and
utilize instead form, light, colour, movement anichd. There is no story, or
narrative, per se, but to say it does not have mgaor content is far from
accurate. Instead, the use of abstract or pure ngoirnagery enables the
expression of content and meaning that is not plesswithin narrative,

representational imagery or media.

Turner further determined that abstract animatieeds more attention and a set
of expectations. It would be helpful to place otiesethe context of hearing
music or experiencing images, such as patterned] textiles, as Sara Petty,

whose lyrical animations allude to the magic inrgday life ( Turner, 2004).

The process of creating the work was consideredsasntial as the imagery
itself. Thus, the researcher uses computer animatorecord the process of
creating the abstract painting, therefore, increpghe viewer’s interactivity
through the involvement in the hidden layers of th&inting. Moreover,
exploring animation reverted to the experiencehef tiewers in the hope that
they can classify the animation into categoriesstfdrt animation is different
from the classical, narrative style of computemaation, in which characters,
objects, and story are recognizable. From the rekeds point of view the
abstract animation does not seem to have a begnmmnddle or an end.
However, what makes the abstract animation recagiezis the process of

creation and the way in which the animation is pthyMoreover, there are
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many kinds of personal, experimental, perceptudlarstract films and infinite
ways of understanding them. It might help to corapgar ‘abstract’ film in which

there are no figures to a piece of music in whigre are no lyrics.

Displaying abstract animation allows the viewerexplore and experience the
animation’s structure and takes the viewers ongiep-by-step directed path.
This individual aspect of the film is due to thetféhat each viewer brings his or

her own experience to understand the animation.

Abstract animation, as with all abstract art, reggiithe participation of the
viewer. It can be viewed numerous times, and eashing will have a different
effect on the audience, based on many factorspbuotarily on the viewer’s

mind set, previous encounters with the animatiod,the memory of it.

4.4.3. Techniques of animation

The practice of animation closely followed the lmegngs of cinema practice
with stop frame effects, matting and animated sege® After the introduction

of television, animation in the world of art floshied. The practice of animation
has changed drastically with the adoption of compatded graphic design and

more recently with computer rendered animation spetial effects.
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Georges Melies, the creator of special effect filaneated “A Trip to the Moon”
in 1902 using many techniques, one of which wastop the camera rolling,
change something in the scene and then continliegdhe film (Dirks, 2005).

This is a very similar idea to that of stop motemimation. With the limitation
of resources, Melies used his creativity, and h@agad to make a film like

nothing the world had ever seen before.

By using a camera to show an abstract paintinghdfte artist tracked the best
illustrated points being made to evoke the viewersoncentrate on the point of
interest. The purpose of using this function isaftd visual interest to the
documentations. However, now that scanners and higddity digital still
cameras are available, it is often more conveniengenerate tracking shots
using software. The source image is first scanned or qgraphed at high

resolution. The following are some techniques dsednimation.

4.4.3.1. Rostrum camera

The term ‘Rostrum Camera’ means a controlled cawhieh was designed for
stable movement. It is an adapted camera and nmguntechanism. In 1964
Jack Kennedy with help from Jim Lynich designed anehted the animation
camera rostrum in Australia. By 1982, rostrum hadrbused to shoot hundreds
of television commercials and documentaries foent8 all over the world
including subcontracted TV series work for HannalbBea, animated features

"Footrot Flats" and "Family Dog" and a half houiraated episode of Stephen
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Spielberg's TV series "Amazing Stories" (Goldned@0 For the last 38 years
rostrum camera was used in the production of 2Dmation in television
commercials, documentaries, children's televisieries, film title sequences

and animated feature films produced in Australid @aternationally.

Later on, Australian engineers added an electritomtm ‘Oxburry Rostrum

Camera’ to drive the camera’s carriage zoom mesharnThe engineers adapted
the gun-turret motor of a B52 bomber to achievéagehigh precision when the
camera stopped and started again with a very hegjneg of accuracy (Author

Unknown, 2004).

Cel Animation is another name for rostrum technigQels are a transparent
plastic that drawings are traced onto. Cels aren thlaced over a painted
background and photographed one by one on a rostamera (notes by the
researcher from John Burns, 2005). The drawing ttem be scanned and
digitally transformed to 35 mm film. Although thegdal influences the Cel
animation, the traditional Cel animation is stiteperved now with its original

characteristics of the past seventy years.

Bell & Howell cameras were used on the rostrum wtemhnical challenges

were involved. It was designed with a pilot-pin macism, which positions

each advancing frame and helps to produce rocklgteaages after multiple
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passes. This made the camera most suitable folaspéects and animation use

later on.

In figure [4:6], the dark blue shape is the camBsamoving the camera up and
down the column, the illusion of both big and snaativork can be created. This
technique of moving the camera up and down crealegt is known today as
zoom. In other words, with the recent technology teature referred to a zoom
in the camera. The animator can move the camerarttanthe image to enlarge
the objects inside the picture. Whilst moving itkaards minimizes the size of

the details in the picture.

The simplified animation table shown in the bottoimthe figure [4:6],is just
one set of single pegs only. An artwork can be epagate pegbars and these in
turn can be made to move in various ways east st amed north or south and
can rotate as well. A complex camera move can beedibly challenging to
achieve. This technique of moving the pegbars atdifferent direction can
cause the animation. It is obvious that this metheelds more accuracy to create
the animation required. This method is consideredaa introduction of
computer animation, together with stepper motorh@1970s, and made life a
lot easier for camera operators, but using it stithains a skilled job (Author

unknown, 2004).
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On the other hand, nowadays, it can be imaginetkhieavirtual rostrum is very
much like the real thing. Each piece of artwork ¢enon different pegs and
move and spin on any axis without limitation to thenber of pegbars that can
be used. In fact, real rostrum cameras often utsaat two sets of pegs, bottom
and top, above and below the artwork. This is s tne set remains static,
while the other set moves. Although the rostrum e@mechnique involved
more than one layer in the creation process, tilklimited to some points.
Creating depth through displayed layers on the @egban be made by moving
the camera towards the first layer to see throdnghttansparent layer behind
(notes by the researcher from John Burns, 2005% Method can create depth
but it still has a limitation. Rostrum camera teicque allows multiple layers on
plastic or a sheet of glass to be moved backwandsf@wards and sideways.

This will allow the camera to peep through one tagt another deeper layer.

This technique assists the animator to show thereésting part of the painting
that he/she may want to become visible. Howevés tdthnique always pointed
down and cannot turn back to look at the layerscwhi has already passed
through. The limitation of this technique led tresearcher to think of another

method that is more flexible and can flip and @tatdifferent directions.

The significant change to the camera is that tlsérum camera itself can now

float off the column and move freely anywhere i while it always points
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straight down as indicated in figures [4:7] and8]4:Thus, this camera has a

limitation because the target point is limited teedlirection.

However, advanced digital technology allows userperate the camera in
different directions without limitationMany professionals entering the 2D
animation business will have at least some knovdeafgcomputer 3D programs
such as Light Wave and 3DMax, and 2D camera andisige differ slightly.
2D and 3D can be very closely integrated in manyswéut 2D remains 2D
even though it may be viewed from an oblique angimiilarly to traditional

paintings.

Furthermore, when creating animation using thisitéyue, each character or
element is drawn on a detached piece of transppegdr. A background is also
drawn on a detached piece of opaque paper. Theam Wwlkomes to shooting the
animation, the different characters or elements arerlaid on top of the
background in each frame. This technique also siwesin that the artists do
not have to draw in entire frames, but rather fbstparts that need to change,
such as individual characters, which are known yaa‘animatic’ animations.
In this technique, sometimes even separate pagsbéracter’'s body are placed
on separate pieces of transparency paper. By tssignethod artists can create
single frames using a standard computer graphit #ddobe Photoshop for
example, and then composite them. These can theausa as a movie file or

output to video. In addition, the camera and rostsuast job early in 2002 was
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the shooting of "Ada" an animated short film foetBBS series "Australian

Animators".

4.4.3.2.Slit-Scan

Slit-Scan is a technique associated with photdgramd cinema. It is similar to
rostrum camera in terms of the camera being stbppé the images moving.
This type of animation was used to create statiages of time-based
phenomena. In this method the camera remains isahe position and focuses
towards one direction whilst the printed images em@ssing the slit box. An
American film director and producer Stanley Kubri@28- 1999) used this
technique in his film 2001: A Space Odyssey in 1@68brick, 2005). A large
portion of the movie ‘Star gate’ sequence was gaedr using this slit-scan

technique.

Investigating this technique, the researcher fotlvad this type of animating is
limited. It will make his animation controlled blge angel of the camera and its
limitation within the precise slit. Slit-Scan andstrum camera are limited in
terms of moving the camera freely. Both have thmesdunction in that the
images are moving in front of the lens of the canvehnereas with the aid of the
computer the camera can move within the layer efithages rather than just
capture the surface (Author unknown, 2004). Morscusion about these

aspects will be in the next chapter.
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4.4.3.3. Stop motion

This is any type of animation which requires therator to alter the scene and
shoot sequenced single frames to create an anmaklds is a type of stop
motion animation in which each component is mowvedividually, frame by
frame, to create movement. It is normally shot4frames per second for film

although it may often be a double shot of 12 fraperssecond.

It works as follows: the camera lens is pointedamg an object or scene. One
frame of film is exposed and the camera advancembyframe. Now, the object
or scene is moved or changed. Another frame of rexposed, and the film
advances by one frame, the object or scene is eddaagain, and so on. After
doing this 24 times, one second’s worth of moviihg fis produced. Now, by
playing all the frames back at the normal film spe€24 frames per second, the
object or scene elements move naturally as if eal‘rtime’ (notes by the

researcher from John Burns, 2005).

4.4.3.4. Digital animation

Like stop motion, digital animation encompassesadety of techniques, the
overall idea being that the animation is now creadégitally by computer.
Digital animators produce computer-generated desigaracters and animation
using a variety of software tools that emulate ghgsical cameras, film frames

and scene elements as described above. Animatans afraracters in different
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positions to coincide with movement in a certairediion, and synchronize

movements with words, action, music and sound &ff@¢ern, 2007).

Today, 3D images are created using computer aromati modeling programs
and with mapping, lighting and movement facilitiesn produce much more
realistic and complex sequences of images. To allege elements to move,
each is given a digital framework around and withihich the animation is
built. This process is called animation rigging. ridgas other images or
mappings can be applied, such a simulated skiraoramd natural effects such

as fire, water and atmospherics (Author unknow®420

3D computer graphics are different from 2D compugeaphics in that in a
three-dimensional representation of geometric, wwoand atmospheric, data is
stored in the computer memory for the purposesrotgssing and producing
rendered 2D images. Sometimes these images ared&@ayed in a pre-
rendered form, and sometimes particularly when gus@rtain per lit texture,
mappings, they are rendered in real-time. In généra art of 3D modeling,
which prepares geometric data for animation in pBcs, is akin to sculpting or

photography, while the art of 2D graphics is analggto painting or drawing.

However, 3D computer graphics rely on many of thme algorithms as 2D
computer graphics. In computer graphics softwareis tdistinction is

occasionally blurred; some 2D applications use @3&D techniques to achieve
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certain effects such as lighting, while some prilp&8D applications make use
of 2D visual techniques for mapping and texture egation. This mix of
movements of the technique the researcher apmidulstproduction because it

was possible to control the camera through thaitegtlayers of his painting.

4.5. Summary

As should now be evident, the content availableabstract animators is
unlimited, as there are many ways of expressingtimeerous experiences in the
mental and spiritual plane. The premise of the atiotn may not be obvious, as
recognizable objects and storylines are not adequatonveying these ideas.
Instead, a different set of expectations shoulddrged into the screening room
with the viewer; there should be openness to e@pee and a willingness to
implement the abstract domain of visual languagenéis are given access to
the inner world of the artist, and their interpteta of this realm; the corporeal

is no longer meaningful.

This chapter discussed the initial concepts of atimg images to create the
illusion of movement. It highlighted the developrhehdigital technology with

abstract painting animation. Due to the huge impnoent of digital technology
features, animation image materials have openesilpliges for artists to create
their artwork in more complex vision. This chaptdso argued the value of

interactivity between the viewer’s reaction and wuek of art. It is assumed that
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physical interaction always influences the audient®wever, invisible

interaction also has its impact on the audience.

Moreover, this chapter covered the initial start wding motion picture

techniques from early century to our era.
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CHAPTER FIVE: CREATIVE PRODUCTION REFLECTION

5.1 Introd uction

Throughout the research project, theoretical arattmal perspectives were
closely scrutinized and examined. In addition, tnggthe artwork demanded a
lot of personal reflection. Moreover, the contekivmork was examined through
a study of the history of abstract expressionisttpegs and an analysis of the
process of development in relation to the creatadnthe artwork. The

developments of the creative production procesisheildiscussed here in detail,
covering three areas: traditional abstract painttfigital abstract painting and

abstract multimedia installation.

5.2. Stages of amwork production

As a fine artist, the researcher’s prior aims ofkimg art were to produce
abstract work that could be shown in a normal galleThis involves a
traditional way of engaging with an audience toaemage them participate in
the show. But the researcher noticed that, as hleerétical investigation
developed, his creative thought did as well. Tésearcher's work therefore
now explores the nature of the painted surfaceaditional form, in relation to
the configuration of picture plane, viewpoint, spaand time, and the new

configurations as allowed by analogue, filmic tegles and more recently, by
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new media and digital procedures. In this explorgtihe researcher considered
the ongoing relationship between the arts andedblenplogical and the aesthetic
that have occurred throughout history and havditi@eid, and derived benefit

from the interplay between those disciplines.

This practice-based research essentially investgdhe area of producing
abstract painting by using new technology. As ateaiwith experience in new
technologies, the researcher’s investigation waedaken from the perspective
of an artist. He specialises within this specifieaa rather than in film,
photography or any other visual medium. Knowleddg®ua the history of
abstract painting, and the computer as a tools&gsbswith the understanding of

this project’s theoretical framework underpins ti@search.

5.2.1. Traditional abstract painting

Abstract painting usually involves big and smadluss, emotions and feelings,
both spiritual and formal. Since the time of thelyeanodernists, photography,
sculpture, film and painting have had to answessuech criticisms. Abstract
painting is a way of interpreting the artist’s fagland emotion into the surface
of the painting through the application of colomdgpigments. This section of
the research focused on making abstract paintingxfwess the researcher’'s
inner feelings and emotions, which was achievedutin the use of colour

applied to a flat surface.
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At this stage, the researcher started with theofis®nventional materials such
as brushes, canvas, oil colour, acrylic colour paste to paint images. These
techniques were learned and perfected during hh@&ar's Degree. Whilst

completing a Master’'s Degree research and knowledhgeit the development
of traditional methods of abstract painting wasngdi and developed in more

depth.

The researcher therefore used the computer at Hstells stage as a tool and
shifted to a mixed media approach, influenced byleno masters like Jackson
Pollock and Wassily Kandinsky. Thus, from the pahtview of a painter in

traditional media who is still open to new techmgylothe computer programs
available today were seen to be increasingly ingmbras similar but somewhat

different tools as discussed in chapter three.

The main goal of the MA project was to create astralst painting that related
to the researcher’s culture and personal influenc#sg traditional painting
methods. This was achieved by joining Arabic eletm&ithin the paintings. As
the artwork developed, more symbols gathered from researcher's home
country were added and efforts were made to chahgecolour palette to

substitute, or to suggest, missing parts withinate/ork.

Figure [5:9] shows an abstract painting by theaesgeer. This painting ‘Islamic’

consists of acrylic colours on canvas painted i9420The researcher used
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Islamic symbols mixed with his own palette of calolihe crescent in the top
part of the painting as well as the triangles shapethe lower part indicates a
strong reference to Arabic culture which is theeagsher’'s point of origin.
These elements can be seen everywhere in the che€ar home country
because they refer to the mosques and old housdbeAesearcher used to visit
the old town in his country in his childhood, thiad a strong impact on his

artwork.

Moreover, in the lower left hand side of the sananting there are some
transparent Arabic letters which give similar idication. In this method of
painting the accident of chance has a strong impuat the creation process
because the researcher mixed the colour onto tiinma surface directly

without sketches.

The researcher is influenced by other Saudi aritistee way he interpreted his
feelings and his reactions towards the environm&dhen he started his
traditional abstract painting, the researcher itadather Saudi artists who used
the same elements in their productions. As a kindydic development and self

criticism the researcher found out his method oflpcing abstract painting.

After living in the United Kingdom for a few yearshe researcher merged his
Arabic cultural background with his influence byettBritish landscape. He

produced abstract paintings with large colouredspaferring to the landscape.
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In his early artworks, the researcher used hoturslsuch as yellow, red, and
orange in most of his productions. However, witke thfluences of the cold
climate and large green landscape he readjustedolosir palette. These were

the first reflections on the researcher’s artwaiddoictions.

Feelings and emotions were expressed through #reserks. Furthermore, the
researcher was concerned about ensuring the inmelveof the audiences in his
artwork production emotionally. Each abstract gamhas significance for both
artist and audience; the paintings have somethiveg &im to retain the
audience’s attention. This important connectiorwdrahe audiences into the
work of art; it keeps them looking at the work of and generating emotional

reactions.

Frank Stelld" agrees: What you see is what you segStella, 2004). With this
comment Stella meant to involve the viewers in b émgagement with his
artwork. Stella assumed that each individual mendfehis audiences will
perceive his artwork from his/her own point of vieWhe interpretation of
artwork depends on the experience of the viewedstlam artist does not need to
explain his/her meaning behind his/her artworkukég[5:10] shows that Stella
has been working with flat surfaces and focusing dttention on a picture’s
surface structure. Stella’s work shows that abstpaiting can be redefined,
and that pushing against the limitations of thenfyag can renew an artist’s

ambitions. With the researcher, traditional pamgtisought to break this

31 An American artist born in 1936, considered amgaificant abstract expressionist.
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limitation by involving the audience more intensatyhis artwork. Thus, the
researcher through his research found that mosthefabstract artists are
interested in the surface of the painting and thlew. But how a flat surface
can engage the viewers to interact with paintingnis of the researcher’s desires

when making abstract painting using traditionatmods.

Stella’s approach is literal, and he explains hisraan often-quoted remark that
set the tone for art-critical discourse in theisst Stella made emphatically flat
paintings, which sought to remove illusionist spdoem the picture. The
picture’s surface echoes and confirms its depicthpe, reinforcing
modernism’s notion of a painting’s flathess beingtical as it sought to

establish the painting as an object in its owntrigh

Jules Olitski? notes*Paint becomes painting when colour establishesae”
(Mrkusich, 2005, P23). Thus, it can be assumedadhadinting is a painting to
the degree that colours alone can describe anddasurface. Colour i®rm for
painting, just as space is form for sculpture. kEinpng, colour describes
recessions and projections; textures and optitatst The researcher sought to
find out how different colours worked together gamst one other depending
on the audience’s viewing experiences. In the rekeds journal, he notes:
“There is a hidden dialogue between me and the asnmy mind and my
brushes; my eyes and the colours etc...I preferanotake any sketches before |

start my painting, combining accurate observatiathwny personal thoughts of

32 A Russian colour field painter and sculptor (12287).
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simplification. This attached to my painting, haspacted on my images to

become increasingly non-objective over tinfglaghrabi, 2004).

The researcher believed that each abstract paihtisgits own story. It has a
special surrounding and conveys a narrative. Naanc everyday life have a
strong influence on our behaviour, thus, an agtistoduction is impacted by the
environment. He believed that each layer on histpaj has its own secret and
the depth inside the paintings is created throughies and narratives. These
thoughts about the researcher’s paintings led theers to engage with his
artwork production as a kind of exploring of the stgries behind colours and

surface.

Moreover, the researcher noticed that when heeseaty traditional painting he
has to set up his studio and prepare the atmospatrer than working in non-
specific areas. The researcher is more passiobaté his painting and assumes
that the painting tells him when it is ready anéinsshed in a kind of a dialogue
between him and his canvas. This attachment tgainging led the researcher
to attach to his artwork achieving the goal of amansciousness level of

engagement.

Furthermore, there are emotional and spiritual cotioes to the work,

especially regarding the use of colour. This retahip links the researcher’s

thoughts directly to Jackson Pollock’s idé@n the floor | am more at ease. |
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feel nearer, more a part of the painting, sincesthiay | can walk around it,
work from the four sides and literally be in themiag” (Harrison and Wood,

1992. P574).

Pollock assumes that full affiliation with the casv refers to spiritual

engagement with the artwork. Achieving unconsciessnor subconscious
levels of engagement with a painting enables thistan become part of the
canvas; moving around the edges and stepping ooatinas, entering into the
picture plane, without realizing, as Pollock sugge$his involved process of
painting allowed the researcher to communicate Wwithself and the audience
through the artwork. This emotional engagementthedresearcher to capture
feelings, emotions and spirituality in order thhe taudience could enjoy the
paintings as an attempt to understand the feekhgsit how and what things

really are.

Throughout the researcher’s journal, he often ntitatihe started painting from
the middle area of the canvas. In doing this, ltenfiere attached to the image
and was better able to control the whole canva® fidferent angles. Most of
the researcher’s traditional paintings have the esatements, which is the
illusion of depth through the application of colswand the relationship of the
layers of the surface. The artwork shows progresaia skill development over
a series of pieces. By integrating colour and Ipadtern and texture, light and

dimension, these elements are rearranged in new.Wée audience is invited
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to look or to enter into the layers of the artwonkilst the illusion of depth
enhances their views. Colours are also used anédnmix order to take the

audience on a journey across the paintings.

As mentioned above, the researcher was concerneut &éihe surface of the
painting and how viewers engaged with the artworknterpret the mixtures of
the colours over the flat canvas. The researchertwymg to gather his viewer’'s
distracted attention and frame it, emotionallyiné¢resting points depending on
the his/her experience. Although, the flatness hef painting privileges the
abstract painting from other art disciplines istgl limited. This limitation led

the abstract artist, Frank Stella for instancesttive to overcome this limitation.

Stella believed that a painting is something widah be touched and a tangible
thing in terms of physical existence (Stella, 2004¢ would like to eliminate

the concept which considered a painting a flataaafwith paint on it and

nothing else. Stella was interested in the pictupdanes and investigated the
surface of the artwork and its audience. He renthxke the technique of the
Renaissance artist Michelangelo Caravafjgiand how he used to varnish
materials over layers creating depth over thesilsface as mentioned in chapter
three. Caravaggio painted over his canvases wgbraped brush and palette

knife as can be clearly seen from his paintings.cksted a dynamic surface

% Michelangelo Merisi da Caravaggio 1571- 1610 Fasnitalian painter in the renaissance
period.
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penetrating the picture plane and moved it forwemtd the viewer's space

(Piper, 1981).

Stella further involved himself in the viewer's spa Although his earlier
artwork method was limited to flat perceptual geties, he interplayed into
three-dimensional aspects. He included 3D compsnevhich physically

interplayed with the viewers demonstrating his resé in expanding the
exploration of the third dimension. He created shbstructure of his artwork
out from the picture surface endeavouring to make groduction more

understandable by the viewers. This technique cancbmpared to the
innovation made by Caravaggio in his paintings aber Renaissance period.
This spatial engagement in Stella’s artwork gave ks colour theme. In
addition, Stella produced 3D abstract artwork is imterplaying the physical

space between the artwork and its audience.

In fact, the researcher whilst working in his studoticed that each painting has
its depth. This depth can be created through dhistic space by applying the
layers over each other. On the other hand, eagdhistuoke can create the third
dimension. This exploration of other artists’ camseabout a picture’s planes
led the researcher to think about the next stageleskeloping his creative

production and push it forward. The researchemdytihe creation process of his
production found that the traditional techniquelimited to the size of the

canvas and the materials used. From his persomai pbview the researcher
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found that the edges of the painting control h&gon to go beyond the frame of
the picture rather he controls the surface. Thistdition led the researcher to
search and explore another tool that may mininize limitation which made

him use the new technology in the next stage.

Furthermore, in the field of production of tradita fine art paintings, whether
in oils or other mediums, the perception of thegioal is very straightforward.
The painting or other artefact exists discretelgt aniquely in one place. It may
be photographed or copied as an engraving as mantings of antiquity and
later periods were. These engraved or photograpbies, of course, encounter
the copying aspects that the researcher has watbent in previous chapters;
even though they themselves are not originals. ©hginal still exists
separately. This originality of the artwork prodoatis diverse with the digital

production as discussed in the next section ofaligreativity.

The next stage will cover the development of theatton process and the

development of the researcher’s artwork.

5.2.2. Digital abstract painting

Working with new technologies throughout this resbagjave the researcher an
insight into how to incorporate this technologyoinhis work. Artists are

experimenting with similar technologies that seerhdve same equivalence to a
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real world painting environment. These exploratidva/e involved creating
paintings with a variety of styles, effects and npaiextures. In advanced
computer painting applications artists are ablereate similar end results to
traditional painting by using complex image composi and manipulation.
With Corel Draw” software, for instance, artists can create thééces directly
through simple brush strokes in a manner similathie manipulation of real
brushes. Although this software is considered sémfalst and heuristic, it does
not express the truly realistic physical behaviofithick paint or the optically

correct composition of colour pigments.

Recently, computer software has been developeddding a simplified and
natural interface that takes advantage of skillagfer from a traditional painting
environment to a computer painting program. Soféwaompanies have
improved their applications interfaces’ to becomerenuser-friendly and to

simulate the naturalization and intuitive use ahpag tools.

Again, for this research, the artwork was inspigdhe depiction of colour and
feeling. To begin a new painting the researchetestato collect images in his
memory, journals and computer to create uniqueachenistics. These ideas
were then transferred into his own visual vocalyylarhich were used in the
studio to develop his prior thoughts. He then labfe the right techniques and

materials to express these ideas.

34 Corel Draw is computer software that was designe@orel Corporation, Canada. It is not
only a vector graphic editor, but it is a graptsogte and it contains varieties of fonts and clip a
as well as its ability to edit bitmaps.

111



Notebooks were used to regularly record ideas aspirations, but with digital
technology, the integration of ideas was input digeinto the computer. The
initial experimenting with digital materials wasrmby scanning some of these
ideas and thoughts into the computer and thenasorg the size of the picture
and altering colours. Figure [5:11] a copy for tlesearcher’'s journal 2004,
shows the use of the computer as a diary to ret@rdemarkable changes and

development of production.

In this figure [5:11] the original traditional abstt painting created by the
researcher was photographed. The photograph wasteapinto the computer
by use of a scanner. The elements in the painterg @wnalyzed and linked to/or
compared with other contemporary Saudi artists. Aities were added to the
painting in text format and some tips for develgpthe ideas and the creation
process were annotated. This method made the imprent and the
development of the digital manipulation more fldgilas the researcher wrote
down all his notes and suggestions and analyzedrtihwrk in the light of these
comments. This is considered as self criticism t@lweate the artwork
production by the researcher before displayingpdiating in the gallery. This
method led the researcher to point out all thdsstilat he learnt through his use
of digital equipment. At the beginning the researcas using the computer in

his production as a new tool to show the new geioeraf his paintings.
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As indicated earlier the researcher tried to esdap®a the limitation of the

canvases and work digitally to resolve this issaoehis initial experimentations
the researcher found out that the size mattereptinting was controlled and
he could increase or decrease the size of hisipgiatcording to his thoughts

and ideas.

To continue developing the use of technology inaisart, the researcher used
digital technology to manipulate and enhance thages. He noticed that he
could present the impression of a moment in time glace more powerfully,
while simultaneously creating a more complex imagd surface in a shorter
time than would have been possible when usingttomal materials. This is
another element that is reflected in the reseaipeoduction which is the time.
With digital technology the researcher was ablértish his artwork in a shorter
time than he would normally spend with a more tradal method. This
persuaded him to continue working on his computeraflong time to produce

lots of digital paintings.

Because of the rapid development of artists’ malgrall new tools change both
the way the artists work and the final object fts€hus, the choice of tools, and
how they are handled, makes a huge impact on tlesage conveyed by the
finished work. The experience with new technologigveed the researcher to
consider this new technology as just one of maoystdrhe researcher enjoyed

experimenting with this new tool and finding usedyplications for it; without
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it, however, he did not feel impoverished. The aesker considered his
audiences one of the main elements in the sucddss artwork and therefore
felt he had to gain their approval of his digimbduction. At this stage the
researcher considered starting his field trip tadbaArabia and gathering the
artists’ and viewers’ opinions about his digitatvaorks. This will be covered in

detail in the next chapter.

The researcher noticed that with his traditionahteque the painting has texture
which is caused by applying layers of colours aber canvas. However, with
the digital painting the pictures come out of theers which normally used air
brush to apply the colour rather than brush strokbss means that the printed
images will be totally flat and the creation of theision of depth will be

through layers not the colours. Moreover, thisifeglaised the question: is this
frustrating, or is it the essence of pleasure plediby the picture? In traditional
painting, the illusion of depth was created by gstwelour manipulation of the

surface whereas with new technology the illusiondepth is not necessarily
created in this manner. Rather than reconstructhy depth-of-field, the

researcher tried to show the colours and surfacrigin the illusion of a depth
of layers. This affected the researcher’s thougiiisut the abstract digital
painting and produced the hope that the viewersldvagcept this kind of

production by this technique. As a traditional sirtused paste and other
materials to create texture, with a digital toakifpossible to apply the filter of

such textures to create this feeling of physicadibd touch. However, unlike
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traditional painting, digital painting is often lyuflat on a screen and may lose
this sense of protrusion on the surface. In thelygeton phase of this stage, a
number of paintings dealing with the nature of edzdtexpressionism with the
use of colour and flat surface were produced. TFtveoak centred on the illusion

of depth inside the painting by applying more ténlayers to each painting to

create this deceptive appearance.

Many traditional skills were used, and they congithio be a perfectly satisfying
means of expressing artistic concepts. Thus, tta¢ ltwss of traditional skills in

painting would represent a loss to the successfiesement of producing a
strong artwork. But each painting the researcheated required different
handling; some by hand, some by computer. It isbiddance between the two

that makes his current artwork strong and engaigitgs opinion.

The researcher previously mentioned the ‘same iffereht’ aspect of painting

using a computer and with traditional materialshsas oil paints. Some physical
differences are obvious; artists use computer eIt brushes that do not
actually touch paint. The characteristics of thel,fecent and texture of paint
and brushes is not present. Moreover, the artist'sl does not move across the
picture surface but is somewhere else; usuallhatdesktop. New methods of
orientation in the creation of the ‘mark’ or ‘stedkneed to be learned. These
facts restricted the researcher again and broughmt bp against some

limitations. He was able to see the painting fraffetent angles and change the
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contrast of the colour very easily but with no se$ touch or smell. Using
sensation is an important feature in the traditionethod which led the artist to
be more attached to his/her artwork and engage itmith a subconscious level
as mentioned in chapter three. Whereas, with digitaduction this feature is

missing and might impact on the viewers’ considerst

On the other hand, with the tools of new technolagitra possibilities appear,
which can be more difficult to use than traditiopainting methods. But other
tools, such as the “undo” button on a computer, sieplify the artist’s job as
discussed earlier in chapter three. ‘Undo’ is maeBier to use than removing
paint from a surface with knife or cloth. In “Unéitl” [figure 5:12] for example,
the researcher created seven layers on top of ether in 2005. He was
satisfied in using this technique as he could b undo any brush stroke that
did not match the rest of the painting. He recartséd his layers in specific
forms to create the illusion of depth. This is neatly unlike the traditional
technique where the illusion of depth is built appugh colours. The researcher
in this painting applied the darker colour to tteel of the picture whereas the
lighter colours were painted in front. With the aifdthe computer the researcher
found that he was able to save multiple copiesisfantwork, which enabled
multiple experimentations on the same piece of wdrloreover, he saved
unfinished artwork to rework it whenever necessdrde can apply any
background materials to any kind of medium he psegeich as canvas, wood,

metal and so on which is sometimes difficult to geein a traditional method.
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All of these features signify a relationship to gfented work that is different to
that of traditional materials. These elements, atiebr flexibilities offered by
new technology, altered the researcher’s relatipnglith his painting, and he

considered whether or not these were positive,tivgar both.

Whilst considering these aspects in relation tditi@nal painting and Abstract
Expressionism in particular, some other aspectsdigital art were explored.
These areas are very different from traditionalhods and cannot alter the way
that pictures are perceived. The initial trend amputer software seemed to be
based in commercial uses rather than as a mediunmdovidual creativity.
Upon completion of this research, those stereotybesged. And whilst the
qualities of photo-realism, surface gloss and spexffects have seduced many
artists, the researcher’'s experience as a paiaterbeen somewhat different.
Motivating factors throughout the research prompaedexploration of new
technology in order to go beyond the bounds of ghealism and to develop a
different language of visual communication. Thehtecal improvement of
colour palettes and the luminosity of the screelowoprovoked the idea of

creating a new aesthetic with this new visual tool.

Use of the new medium also offered a much fasteraper and simpler way of
completing artwork. Kuhlmann points out that thejuathble nature and
development of the artist’'s tool is a key factortie value of the artwork:

“One of the great advantages of working with thenpaiter is to be provided
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with an inexhaustible, creative potential and lddwe get inspired by using some
forms and filters and to find my subjects in a pldyvay. That means - like the
surrealists and some abstractionists in the eamgeteen hundreds - | prefer to
utilize Automatism for my creative processes ineortb release my inner
pictures” (Kuhlmann, 2000). Throughout the research, Kuhlnampoint was
an interesting one to explore; digital paintingguation quality depends on the

improvements of the creative tools and also ore#tpeertise in use.

In the researcher’s own studio (both at the Unitietab and home) he started
to explore this new medium. He was inspired bydiversity of the colour and
the luminosity of the digital images on the screghich led him to experiment
with this electronic medium from the perspectivewnfartist. The researcher saw
lots of digital paintings by other digital artisteline across the world and that
influenced his creative production. He focused aital abstract painting and

the creation process.

Figure [5:13] for instance, shows a digital “Abstrapainting by the researcher
created in 2005. It consists of 13 layers and eagler has been painted
individually in relation to the colour of the objemside the picture. The
background is painted in black whereas the brightows are applied to the
upper layers. The reason for this arrangement waseate an illusion of depth
inside the painting and also to allow the coloubgovisually thicker and appear

as traditional abstract painting. This method that researcher followed in his
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digital painting is similar to the technique he hased with traditional painting
with the differences confined to the materials. foegling to the influences by
the British landscape, this painting has a stroajtionship to what the
researcher noticed. The large green part of thetipgirefers to the arable land
which the researcher used to see during his tggsan and coaches. Moreover,
the lower part of the painting shows the huge aaptf the sand or desert
referring to the researcher's home town. The rebearbefore starting this
research worked as an art teacher in his countilyused to commute for 70
miles every day. During this commute he had tostbe desert which greatly

influenced his colour scheme.

With new technology, the researcher also wantddkohis search for identity
to the complex working environment. Keeping dailgcards of personal
interests and developments helped to establisménoous exploration of this
link. These diaries eventually developed into arfaf artefact. Looking back
into the journals and actual digital paintings,wés found that the images

seemed to insist: you can look, but do not touch.

As mentioned earlier, the interest in depth camenfthe artwork with colour
overlaid on a flat surface allowing viewers to fd®t they have entered into the
painting. Everything in the artwork has an indiatlstory, which imitated the
researcher’s mood and condition. While working oreen he forgets about the

limitations of this medium and feels that the colamd the screen expand to
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surround him. This achievement of unconscious ezigegt created a powerful

painting and strong vision.

Working digitally is a constant loop between creatand evaluation. Each time
the researcher paints any images in his compugehas to look back to the
process he has begun and adjust the layers ordeatha tone or colour of the
object. This is a kind of self assessment and evialu for each step that the

researcher has taken.

Digital artists are nurturing the aesthetic mearmhtheir production during this

cycle. It is a continuous feedback between creadiwh evaluation, between the
emergence of forms and interpretation of meanivgsen working with the

computer artists are able to check, alter and tvweaee the final piece of work
before it can be seen by anyone else. The paictngd be scaled, rotated and
transformed without any loss or damage to detaligchvrepresents a function
and facility for experimentation not possible te ttame extent by traditional

methods.

One other very important aspect of the creationexpressive art via the
computer-based toolset is the reception that stt@oek can receive within the
artistic community. Digital painting to some vieweseems easy and this is a
common misconception based around the fact thet dreated by computer.

People are generally much more inclined to accemrawork that is produced
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by hand and from behind the easel and canvas. Tdéwers are used to
accepting an artwork that is painted by hand aeg to not notice that there is
an action process with digital painting. The conepwsicreen refers to the canvas

and the pen or the computer mouse can be takes oushes.

As with the autographic prints of the pre-photodpapage, and with the later,
multiple copy facility afforded by photography ilsghere is an issue regarding
the original master concept of a piece of artwdikis has been mentioned by
the researcher previously in this chapter. Eadiseguent copy or print taken
from that original is altered in a small but meadle way from the original as
there are physical interactive and surface-basedegses involved. The practice
of ‘limited edition’ prints in which, in some casetke original is damaged or
even destroyed in a bid to preserve the uniqueityuall a finite number of

prints or copies first made, shows how importamthie art world the notion of

the ‘original’ actually is.

Computer technology brings something new to thigasion. Even within the
semi-digital reproduction of newspapers and booksube of the half tone
method, there are analogue variations possibleaandticeable degradation of
image from the original to the copy. As truly daditcreations, stored in
computer memory as discrete numbers, paintingsrawidgs created on the
computer can be copied exactly from one machingeipheral device to

another. The subtle and often unpredictable vanatiof analogue copying are
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not present. Peripheral devices such as printedsfim recorders can bring
some analogue variance into output, but until thirface between the digital
and physical realms is crossed the copies in difgtan remain true to the
original (notes by the researcher from John Bu2885). Whilst there has been
long and vigorous debate about this situation wasth mentioning it here as it
forms part of the researcher’'s examination of haswVork fits into the current

climate.

This digital working environment is very differefrom that of the traditional
studio. The artist sits at separate computer mmnitnd largely works in
isolation and quiet. The atmosphere fosters inteosecentration by the
individual at the machine. The work done rarelyolwes touching canvas,
though artists do test, evaluate results and oftgnagain. However, with

traditional painting the researcher was able tehoand smell the colour and
modify his vision according to his surrounding e&rh With this digital

equipment the researcher was controlled by thetdimons of the screen and
untouchable colours. In fact, the art is clearrospective, rarely crowded, non-

physical, and work in progress is nearly invisitdethers.

This is another fact that influenced the reseatstatwork. With the traditional
method he was able to move around the canvas amchisepainting from
different angles at once. But in this techniquenas only allowed to check his

work of art on the limited size of screen and imt@aAlthough he was able to
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see a large painting on his screen and in detailthole picture in actual size
might be difficult. This forced the researcherhk about digital artworks that

would express his needs and feelings without thigdtion.

This medium is especially interesting when tryingatjust or enhance a colour;
it gives the feeling of capturing the emotions e tpainting. Technology was
used not only as a service to aid this creatiofowh, but to aid vision of form,

and this has the ability to aid studio practiceingstools such as the colour
palette, which consists of millions of hues, alsted the project. There was
little fear of making mistakes with colour, sindenias applied to many images
and could be stored for long periods of time. Colanod hue were therefore
integrated in order to attract viewers’ attentiotoithe multiple layers of the

digital paintings.

The researcher through this tool tried to expres$delings in the same manner
as the traditional method. He noticed while workinghis lab that this digital
production also has its limitations and that thésarsometimes, cannot control
all parts of his painting. Also the difference beem the traditional painting and
the digital painting is more in terms of the togked. Moreover, the interesting
thing that the researcher realized was that witlv technology nothing ever
stays the same and there is something new whidhalmiblys appear. Thus, he
developed his production to be involved into theration environment which

will be discussed in the next stage of the creginegluction.
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It is worth mentioning the special features of gregrams that the researcher
has used and how they relate to each other anidetovork that he set out to
explore. The paint programs operate primarily dh@& 2.5 dimensional basis.
As the researcher has mentioned previously, thegggms provide a base, wet,
working layer and a set of optional dry or trangparlayers. In contrast to
traditional painting methods that may use layersvef and dry paint as created
in a certain order, these layers may be re-arramgedade invisible at a later
stage in the painting process. In addition therg b®other transparent, semi-
transparent and textured layers inserted betweewtinking layers. These extra
layers may work as optical filters in much the samag as varnishes and glazes

may be applied onto a layered oil painting.

Studies have been carried out as to the opticatesfiof traditional varnishes in
which the transmission of light, returning from drdaction with pigments

suspended in deeper layers of painting and tragelihrough transparent or
semi-transparent layers of suspension are beirggedltat certain areas of
varying depth to produce lens type effects. Diffgrithicknesses and
consistencies of linseed oil, turpentine and offusipensions bearing either very
few pigment particles, or being almost entirely a@idvof them, may affect the

passage of light photons entering and leaving &lyerlto a greater or lesser
extent depending on the relative thickness of theerl and the angle of the
surface as created by brushstrokes. These micrastlgp thin layers,

traditionally accessible by x-ray or other typecbfomo-photography or indeed,
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by the physical removal of the covering layerspfaan important part of the

painting of a picture and also the viewing of aymie.

Whilst emulating the application of these varnighe layers within the
painting, and also attempting to replicate soméheir visual effects regarding
refraction etc the 2 and 2.5 dimensional programsiot allow the viewer to
‘peep’ around the layers and to look into the spabetween the layers of

pigment and varnish.

Whilst we discuss these layers of paintings in bio#ditional oil painting,
acrylic medium and even to a much more compresegred, water colours, it is
also good to note that many other methods of ceqgfucreating and holding
visual information make use of layers. Filmic spgeiffects in movie and in still
form, for 35mm slide presentations etc, make uséigfack assemblies of
emulsion layers clamped together to form masks wgresmpositions for
projected images. The optical printer technologywédely used in the motion
picture industry, makes effective and multi-pass ofsthe travelling together of
aligned and synchronized frames of photographednaasked imagery running
through an illuminated film gate to allow for expos onto a receiving film
emulsion. Within these transmitting and receiviiig £mulsions themselves are
further microscopically thin layers that use grasulof silver halide, their
associated colour couplers and dyes, colour filterd general flare control or

anti-halation pigments to interact with passing tphe of light. Whilst in
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popular culture much of this activity has passed the digital realm in terms of
still image capture, in movie recording and comgogj the concept and use of
layering, particularly relating to light and colotiitering, is very much in

evidence.

The researcher here reminds the reader of hiseeadference to Jackson
Pollock’s comments about being ‘in the picturetlas will inform and relate to

the activities that the researcher has been inddiveising these softwares.

5.2.2.1. The advantages of Corel Painter 8

Among these enormous productions of computer softwihe researcher
carefully chose the Corel Painte¥ @&pplication, which has many features and a
useable interface. The interface [figure 5:14] dam used as a painting
environment or as a practice tool for visualizimgceptual artwork. It becomes
easier to increase the scale of any painting withénwork. Bitmapped artwork
may use interpolation of colour to achieve scalamgd transformation as
controlled by victor-based tools. Corel Paintero8kis almost like traditional
media, in terms of how brush, colour, canvas wa@ether to produce the
virtual effect, and also how these elements wodetioer to show the painting
on the computer. In addition, computer artists aoée to record their paint

strokes as a sequence of events and reuse theeate a similar painting in the

% Corel Painter 8 is a part of the Corel Companywas developed by the Fractal Design
Corporation. It is graphic application designedteate a natural image in the artistic
environment while using a computer. It allows tlserto paint and edit his/her image and save
it in a bitmap format.
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future or to gain speed in repetition and creatbprinted paintings. In Painter
8 artists can actively work on top of one wet lagad an unlimited number of
dry layers. Each layer is represented as bothghhéeld and a set of pre-pixel
pigment concentrations. This feature helped theareher to work in each layer

individually to create special effects.

Moreover, the Painter 8 application representstpaa in terms of pigments
rather than as RGB colour and allowed the researcher to dynamicallight
painting under any full-spectrum illuminant. Thtise researcher was interested
in colour field generation and the mixture of thgnpents over the surface to
modify the brightness and darkness, and henceotia tange, of the painting.
Using this software in the field of visual art alled him to change and rechange

the pigments at any time to explore different potsies.

In general a greater number of colour ranges amdptEx colour gradations
were produced than with traditional hand paintifi(pese are mathematical
colours that can be altered across huge rangemehsioned previously, using
computer software has a direct effect on the fmatuct in terms of appearance
and provides direct interaction with the materialswell as with the process of

painting.

% RGB it means: Red, Green and Blue. Most computiaware related to pictures uses this
classification of colour to reproduce the coloubinategories.
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Furthermore, Painter 8 software has been develveed rapidly, and the
version mainly used is privileged by the accesgibibf the interface of the
application. The interface is designed to be usgddn- computer specialist
artists. The user can pick up any colour and plaoa the palette and mix it
with other colours to generate the right colourdse. Also a user has plenty of
colour types and simulated media from oil, wated acrylic and so on. As well
there is a large number of brushes and filtergpdyaover the painting to make
certain effects. In addition, with new technologyisas are at lower risk of
injury or accident because the software allowssetio produce work without
pain although use of computers over long periodsneé can generate as yet

undiscovered problems.

The researcher has discussed the benefits of waswitwares that may be used
for generating digital versions of layer-based pags. The researcher has also
mentioned the ever more readily available viewimg @&nvironment creation
softwares that may be used to view such paintitigs. at this point that the
researcher wishes to examine how these toolset®lantents may be brought

together.

At this point we can briefly remind ourselves ofreoof the main characteristics
of the software tools, and their traditional coupéets, mentioned previously;
digital painting systems provide paint tools andeftas that try to emulate

traditional media such as oil paint, water coloainging, pastel drawing and
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many other techniques. They also have new featwepresent in traditional
methods such as ‘Undo’ functions, mathematicallygehuand pure colour
palettes, layers that can be switched about inr@adé the ability to make very
many, totally accurate copies of paintings. Theggesns also have lighting
effects and texture facilities within the layerssioggest varnishes, scumbling
and transparent colour. Whilst producing predontiyafiat, 2-dimensional
images, at least as far as the viewer is concethede packages are actually 2.5
dimensional due to their ability to provide layayjithese layers may usually be
viewed as a composite image in which all the relevayers are seen pasted
together as would be those in a traditional pagtWector based drawing with
seemingly infinite resolution and size of the drawmark are also usually
included in some form to greater or lesser extdthiwthese packages to add
high quality layered drawings to the bit-mappedshsirokes that make up the

‘painterly’ aspect of the tool.

2.5 dimensional painting, drawing and animatiortesyss, sometimes referred to
as ‘postcards in space’ blend each of the featmestioned above with time-
based animation tools that can scale, move, raeeglour and add progressive
transparency or opacity to layers and their coste@nhce more, the viewpoint
usually assumed in relation to the resulting aniomatis one that we would call
‘normal’ as regards the layers. That is, the viesvéine of sight would be

perpendicular, at an angle of 90 degrees to, theepbf the layers. Creation of

content is usually a mix of painterly tools, vectbawn shapes and inclusion
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with manipulation of still or moving photographicaterial. As such software
developed there was a facility included that predigvhat we may call ‘pseudo-
perspective’-camera-viewpoints. These were ‘viftgaimeras that allowed the
viewer’s line of sight to move away from the norraall perpendicular aspect to
the collection of layers gathered together on tistupe plane. Swinging around
the layers in horizontal or vertical configurations combinations of those
directions the camera could allow the viewer torp@eund the edges of the
layers. This type of view was used primarily by #rést to allow for tweaking

of the arrangement of the layers before the fimslult was created for the
viewer, who would perhaps not usually partake athsan oblique view. This

leads us on into the next area of use for layeesysrand lighting scenarios; film

and video compositing.

As mentioned above, there are many visually basegr@ms that make use of
layering techniques. As well as emulating someheflayering procedures and
methods as used in traditional painting, drawind graphical techniques that
have evolved through many hundreds of years in soases, these programs
have also added characteristics of their own. Whilginly resident in the areas
of flexibility and breadth of available colour raagsome of the extra
characteristics produce unique possibilities femwimanipulation that would not
be possible in the ‘real-world’ even given the @mihg miniaturisation of

cameras and support mechanisms. One example ofsuitigue arrangement is

in the use of layered digital systems within filmdavideo compositing. The
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researcher has mentioned previously how such meshas optical printers

make use of layers of celluloid based film and rsaskbring together sequences
of photographed, painted and other types of imagey film gates, often at

high speed, such that transmitted light can regtsie composited image onto a
receiving film emulsion. For a number of yearsot decades now, such activity
has been digitised and processed within compuBasiponent layers of image
sequences stored as high resolution bitmaps céndoght together as layers in
computer memory, together with their masking andcegp effect associate

parts, and blended to form a desired composite avimhge sequence. Further,
as techniques have developed in image file straceach image can carry with
it its own masking and special effect informationAlpha and increased colour

depth components.

The compositing systems can also, for operationgbgses, generate views of
the composite from in between the layers. Everr fiptic cameras of extremely
thin diameters cannot, as yet, achieve this withéphysical counterpart optical
printer. It should be stated here that many oféhgew generation capabilities
are included to facilitate operator options whilte resultant view, or
composite, is often still designed to be obseirfveth a ‘normal’ aligned, flat-
on viewing position. Principally, the layers of cpoment image sequences are
organised as flat, moving strips of film; they dot rexhibit any dimensional

detail away from their flat, x and y based plane.
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Most recently the researcher addresses the nexidfyprogram in the collection
that is outlined above. This type of program carganany of the attributes and
characteristics mentioned above, including to sertent the paint facilities, but
also includes cameras that may turn through miomsccircles, look back to
where they have travelled from, move away fromrtfagor axes and planes in a
vast array of directional and alignment configuwas and bring focal lengths,
depths of focus and of fields into a compositediremment that contains non-
flat surfaces and entities. Moreover the use ofurexmapping within these
packages relies on longitudinal and latitudinal rdotate based systems that
allow for precise matching of images to the irregiyl shaped surfaces that may

be required to hold layers of appropriate visutdrimation.

In all of this discussion we should take note oé aery important element or
aspect of digital artworks that allows us to introd paint transparency into an
image produced by use of a computer program. Tleatent is called ‘alpha’
and relates directly to the glass planes on whitimaage, or part of an image,
rests when being photographed by use of the rostamera. Unlike glass-
based transparency that remains solid when allolgihgjto pass through, alpha
information in a picture removes, mathematicallylestst, the solidity of that
part of the picture itself (notes by the researchem John Burns, 2006).
Therefore, alpha information within a picture tligtbeing explored by a tiny,

virtual camera, can act as a portal or shapedalieing free passage to other
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layers or levels. There are number of ways of gdmey into, or extracting

from, a picture the desired alpha information.

Luminance and chroma levels, whether generatedttjirer painted into the
image, can extract alpha details from previousiyn-alpha bearing material.
These can provide soft or sharp edged cutting devibat enable the artist to

create negative spaces in an image.

Passing through an alpha based portal to enconatesnly other layers of one
painting but to also enter into the realm of anoth&nting at a deeper level,
provides for precise and creative navigation. Canteavelling through these
layers may also film light effects and projectidrat have been placed within

spaces between the layers.

Differing orientation and depth of camera traveh dacilitate a view not
possible when using physical cameras. In this wagw z-depth based region
may be generated and explored from pictures in hvitiee background,
foreground and middle distance have previously bémeshortened and
compressed onto a 2 dimensional plane (notes bydbearcher from John

Burns, 2006).
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5.2.2.2. Reflection of integrating digital technologythre creation process
Traditional methods of painting embed sensitivitytihe materials, a thorough
sympathetic understanding of structure and teclenand a sharpness of visual
perception, which later emerges as a humanizidgante on digital production
and manipulation. Thus, both digital and traditionmediums were
simultaneously used by this researcher, in attergptsxplore, and blend the
differences between the two styles. The researbherthe same experience
through the use of new technology or traditionalthbds when making
paintings. This is the case because the digitaitipg experience provides him
with a direct interaction with the materials, asliwas with the process of

painting.

Creating depth inside an abstract painting and oexyg the hidden layers
behind surface and colour became a major focushefartwork. Computer
software and large-scale printers were used toymedhis work, and with new
technology depth became more accessible; it helpedreate truly three
dimensional visions and project them onto a flataae or picture plane. This
wider vision which may be explored using digitaewpoints can help the
viewer to experience digital colours and tonal rgements as seen from a

number of locations within the painting.

From the interviews, which will be discussed indthep the next chapter, in

digital painting it seems that viewers interact enavith the stages of the
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creation than they do with the finished artwork.eYhexpressed a belief that
they are more involved with work that touches tleirotions and evokes their
imaginations. This mental and emotional engagenieatks the limitation
between the painting and the viewers’ eyes in imatto their visual
communication and with regard to the digital matisti Viewers become more

interested in the creation process instead ofitta &ppearance of the paintings.

Referring back to Frank Stella’s concept of makamgobject come out of the
surface to interact with the viewer's space (SteP@04), the researcher was
influenced by his ideas and thoughts of the sameeqat that is of allowing his
viewers to interact with his production with thed af new technology. The
researcher developed his artwork production andeplat in the kinetic art
which covers both animation and 3 dimensions. Byud@wolved in this type
of production the integration between the work dfand the viewers will be
strong according to the researcher’s feedback wed collected from his

observation and questionnaire.

5.2.3. Abstract multimedia installation

Technological advances have been applied to tlseagria new and expressive
tool within the artists’ studio, and while it wasae thought that the effects of
the inclusion of new techniques may have had pradoand potentially

devastating effects on the discipline (paintingdesad), time proved it to be
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otherwise. An lItalian painter born in 1928, AlbeBaghi said: From then on,
painting was no longer the only means of narratiogrepresenting, civil and
religious history. First photography, and then aime and television, because of
the speed with which they are able to transmit iesaground the world, have
replaced the role that was assigned to paintinghie field of communication.
Painting has lost its actuality; but its profundignd the specific characteristics
of painting are not identifiable, luckily, with amarticular role. We can admire
a work of art without necessarily having to referthe social reasons for which

it has been paintéd Sughi, 2005).

New tools were explored and used in ways that cadttito the range and depth
of artistic expression. In this stage of the resedhe aim of creating a kinetic
image was not in concrete form and much experinientavas made. The initial
exploration involved changing the colour hue of gms using Corel Paint Shop
Pro software which provides tools for photo editimgeating web graphics,
drawing, painting and animating. PSP takes imaggngdto a new level of
functionality and ease of use. It delivers toolgdedl to easily capture, create,

enhance and optimize graphic projects.

However, while working in this application the rasgher found that this tool
did not satisfy his need to create advanced lestlgnimated colour images.
The level that he envisaged creating by computes wat reached. The

researcher from his experience with animation thoug may be simple to
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change the image’s colour and that would causanim@ation. However, while

taking this research onto a deeper level the reseafound that recording the
changing colour and adjusting the colour contraa$ wot satisfying his needs.
After lots of experimentation with this applicatitime researcher found this does

not achieve the level of animation he imagined.

Thus, other tools had to be tested that might assanimation project. The
first moving image that the researcher created pmsluced via PSP and
involved only the changing of the colours withirs lpainting without moving
any layers, elements or objects. This is one obgpects that led the researcher
to think of using more advanced software. Also tipplication deals with the
picture in its entirety and cannot categoriestib isections. It is not hard to work
in different layers through this application andate the animation. The user is
only allowed to animate the picture as one objei@wever, it is possible to
animate each picture individually and then impbgnh into another application
to lime them together. This complex technique aaodgl process led the

researcher to search for another path.

At this point in the creation process, the researelimed to create artwork that
further questioned the audience and work relatipnsh more detail. The

audience therefore played an important elemenestintg and examining the
value of the work. Their responses and interactiorese considered key

information in evaluating the overall productionhel researcher was more
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concerned about processes that encourage and prremtended investigation
in which chance is as significant as intention. réf@re, some freedom in
experimentation was necessary. Furthermore, meesiigation was carried out
with regard to the moving image. These experimentatled the researcher to
consider Corel Paint Shop Pro software as beingjitated for this project, and

3D Studio Max’ was used to supplement it.

A series of experiments were set up to assessdtentml of the program. The

first exploration examined projecting light towarals opaque digitally modeled
sculpture. After some exploration the researchéced that the viewers did not
recognize the images as their eyes would only tthekshape that the light was
projected onto [figure 5:15]. Similar to Jennifeéei®@kamp’s projection of light

onto a wall in her installation Stiffs, the resdec was aiming to attract his
viewers by projecting images onto 3 dimensionalpska The researcher’s
viewers were interested in the objects rather thha projected painting. The
reason that the researcher used these 3D objebts artwork was to represent
his abstract painting through the animation worlithwthe help of new

technology. The initial responses to this animationld not therefore be taken
as a good sign to continue in this manner whichthedesearcher to develop his
ideas and explore the animation in more details T#as due to the appreciation
by the viewers which considered the modeled scrépis of more interest than

the projected paintings.

37 3D Studio Max is a 3 dimensional vector graplpl&ation. It is widely used to create
3dimension objects and animation.
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In the animation artwork carried out by the reskarcfor this project, the
transformation of digital abstract painting inte tBD environment can be seen,
as 3D images have been addressed as an esseritiaf fhee investigation. An
effort was made to create visual experiences iacamal space and then transmit
them over electronic elements into the 3D envirommehus, the challenge that
made the researcher more interested in such artwaskthe shifting of his
painting from two dimensions and placing it in eethdimensional environment.
Marielc Nendecker, sculptural and video installatastist, points out that in her
installation “The Sea of Ice” (2002), viewers canog the potential of looking
into a 2D painting and then rest in a 3D area whishally is reflective of a
landscape painting. The artwork is no more stucthéengallery and installation
art viewers may envisage the illusion and artwagkd released from a white

cube.

This concept encouraged the researcher to devedapgda and move forward to
a 3D environment. Therefore, the researcher creaie@nimation in the 3D
modeling using his 2D abstract painting. The regdesarpreferred to use his flat
painting instead of building a 3D painting whichd l@im feel that he still
working from an artistic perspective and not frontlesigner’s point of view.
The crucial difference being that the artist isngiag his feeling and emotions

whereas the designer is designing the image ngidimting.
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Tony Kern, a motion picture artist, animated a pam called “Isle of the
Dead”, originally painted by Arnold Bockfifiin 1880 (Kern, 2007). Kern
displays the constructed image in the middle ofdmgnation and adds basic
effects to it. He then combines this painting wihmoving sky in the
background and involves sound effects to add mogact and illusion to his
artwork [figure 5:16]. This animation employed laskills by moving one layer
upwards from the back of the painting and addingsaal effect of colour. By
controlling the brightness and darkness of therlaye shadow over the objects
in the painting foreground appears and gives tlietipg a different vision. It is
obvious that the animation artist has aimed toudel a great impact on the
painting. The bright light from the middle of thieysand its reflection on the sea

create a significant visualization effect for thewer.

Unlike Kern, the researcher evoked animation teldgyoto animate his own
artwork, rather than someone else’s. The intenti@s to create a complex
animation that combined sound and moving imagels light effects to enhance
the audience’s engagement with the animation anelltthe story regarding the

emotional and cultural themes underlying the pagof the artwork.

The researcher believed that with computer-basgdchadiences are no longer
passive; they mingle with the artwork on a realetilmasis by using a wide
selection of commands—clicking buttons, activatiinks or entering search

words in databases, for example. Installation amtwallows audiences of

38 Arnold Bocklin is a Swiss artist 1827-1901.
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varying physical abilities to explore scientificdaartistic creation in ways that

would otherwise be impossible.

3D Studio Max has the ability to control light wiithits transparent materials.
Similarly to film, the process of increasing anduating the brightness of the
frames makes the scene more or less realistic. dlight effects onto the
animated painting can increase the level of intewacwith the spectacle. As
audiences are influenced by colour and its huectimrast between bright and
dark can create more interactivity. Hues of colate often controlled by the
artist to attract the viewers’ eyes. Lighter comusuch as yellow and orange,
appear larger than darker colours, such as bluepample. The researcher
controls his colour palette and he puts forwarddbeur he wants and pushes
unwanted colour to the back. He manages the shapk$orms in his artwork
through colour balance. These effects stimulateviéwers’ perception of space
and time. Viewers search their memories and expegi to frame their vision
from a mixture of colour with frames and time bagesrepresent human

emotion via colour and timeline.

Visual artist Muriel Magenta (1997), for examplereates amultimedia

installation called “Token City” [Figure 5:17]. Magta simulated the reality by
transferring everyday life through images and ssuritmotions and thoughts
involved with the subway to immerse the viewerdhia artwork. This piece is

one component of a four part project including a &bmation video short
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combining visuals and soundViewers to the gallery will enter a virtual
subway platform and encounter a series of videgeptions and multiple
soundtracks which merge real people videotapedainsit with a 3D computer-
animated subway station. This computer-generatezhesancludes rows of
riveted columns, iron staircases, and old tiled lgjatoexisting with streamlined
subway cars. While waiting for arriving and depagi trains, viewers
experience a choreographed program of electronisimand digital sound
effects composed specifically for Token City. Halialg subway activity, the
Token City installation is continuous throughout thallery day with people

coming and going as they pleag¢®agenta, 1997).

Installation art, such as Magenta’s piece, is bigrthe boundaries between art
and life. It also challenges the traditional methad viewing art, demanding a
greater level of engagement in the communicatidwden artist, artwork and
the audience. The artist creates the environmehinivhich the viewer will be
able to play and test with possibilities. The depehent of technology and new

artistic media helped installation artists to exedheir concepts by using them.

Human bodies and the environment itself becomenpiatesites of installing
artistic concepts. In 2004, light installation sttiMichael lorio projected
coloured lights at a building from different direets from the floor. The

moving light gave the installation more impact amald more effect on the
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passing viewers. Such installations, however, cabadruly evaluated without

viewers' feedback and interactions.

Shelly McGuinness, a mixed media installation grtseated artwork by using
simple materials and basic mechanical devices B818cGuinness tried to
absorb the viewers’ attention and encourage a atedit approach. As with
Michael lorio, Shelly McGuinness and other artistiose concern is with
involving the audience in their work, the researdiso felt that his installation
could not reach its potential without some viewgeiaction. Significant aspects

of the artwork depend on the viewers’ responseékdaomages in the installation.

A use of more advanced and complex technique wpkedpby involving the
camera movement within the creation of the artwdte researcher worked in
each layer and on each object individually anddtrie make the camera’s
viewpoint behave like an eye, which yields the s)est sense of natural access

to the depicted images.

Moreover, by using camera techniques, the viewadtsntion may be drawn to
various elements in the production of the work. tThecoming a part of the
work was a key point in the researcher’s intentionsrt. Thus, as the main

element of the artwork, audiences were involveth@researcher’s production.
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The researcher keeps the loop of practical devetopraf his art production.
With regard to the researcher’s interest in crgatire illusion of depth through
the painting’s layers, he experimented on this pathe painting with moving
the layers to test the animation. In 3D it can bssgble to animate each part of
the painting in a separate direction. Thus, theaeher classified his digital
abstract painting into layers using Adobe PhotosHeipotoshop application
helps the researcher to change the layers to messplayers. This technique is
similar to the use of rostrum camera techniquethidifference here is that the
layers of the paintings have to become transpardst 3D Max allowed the
researcher to adjust the painting’s layers rathan tapplying extra layers to the

painting.

In this technique the researcher observed that paisitings contained a
landscape view which led him to move the layersaidifferent direction to
shape this thought. This idea encouraged the m@ssato focus more on his

analysis of each painting to show a new conceh fns painting.

The researcher’'s work takes no fixed viewing ang&tical or horizontal; an

observer views the whole image and directs hissowtsion towards the area of
interest; the viewer is withessing the moving imagenaining fixed and at the
same position. The viewer does not need to moverhier head or change the
line or angle of vision. The image will flip andtate to take the gaze into the

long journey between layers and colours. It wowdtlle possible to create these
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features without new technology. This can be seenad the great advantages
of using computers in art. Thus, the way of viewihg researcher’s installation
is fundamentally informed by technology. This antlwbas been created to let
the viewers understand it by their experience &ed exploring of their centre

of interest.

There is an ongoing and seemingly increasing neegdintings to be shown in
televisual form for inclusion in television, multedia and internet based
programmes and collections. The recent made-forsEvies ‘A Picture of
Britain’ included innovative camera tracking, depftfocus and wide-angle lens
techniques to allow the viewer to feel that thdfaee of the landscape paintings
that the camera was dollying and zooming in towasds actually a three
dimensional, relief based surface with heights,tlie@nd distances somehow
present within the painted surface (Dimbleby, 200%hilst it may well be true
that there are indeed some relief features in tieted surface, these are paint
and varnish attributes, brushstroke details anéntations rather than the true

depths beyond the picture plane that the camerk tsied to suggest.

The researcher mentioned previously how the rostcamera or animation
stand, also linked to the multi-plane camera, cdrddk, dolly and zoom into
separated and individually cranked glass platesuiggest three dimensional
depth and distance cueing of the painted layeimsafies placed on those plates.

Again, using dolly and zoom controls the camera swggest that the viewpoint
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IS moving into the picture, crossing the picturand itself and allowing sections
of the painted world to enclose the camera fromraetSuch is the technique of
selective viewing as made available by the cordgdblliewing cone of the multi-
plane camera. Some 2.5 dimensional paint and velctaving systems emulate
this technique, even allowing the camera viewptonéwing into lateral planes
to look along the plane of the layers of the pieturhese are pseudo-perspective
views that, whilst very valuable for compositingdamoving image setup, have
limited control and do not constitute the final maily aligned view of the
scene. These 2.5 dimensional packages are someatifeesed to as ‘postcards
in space’ and are indicative to a greater or lesgtgnt of many digital drawing
and painting packages in common use today (notekéyesearcher from John

Burns, 2006).

If we imagine that there is a way in which a venya camera may be placed
within the layers of a picture and that camera rbayable move at will in
various directions through those layers and thegrstitial spaces, we can see
that there may be a way to explore paintings frothim: That is, we may pass
through the perceived picture plane and move thraagying levels of pigment
to explore previously hidden depths. As the redwarchas previously
mentioned, there are physical and virtual camerasstrum configurations and
2.5 dimensional virtual form that can suggest tlissome degree. A truly
microscopic camera travelling not only with its igearecording bulk but also

with its directional aim point would not only belako pass through layers of
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pigment and varnish but, would have the capaltititiook back to where it had
come from. Passing through non-pigmented areagsyofager, which a rostrum
based camera could never do, the tiny, virtual cangeuld navigate its way
through portals between brushstrokes of colouthtgsigally enter realms within

the painting in a way that is impossible for treitional rostrum camera to do.

Even with fine motor control, smooth gimbal acti@aml the corresponding bed
movements of the animation stand it is not posdibtea camera mounted on
such a device to pass through the picture-bearifagsgplates of the

photographed area.

If, by some means, those physical cameras coulthlicpass through the plates
their turning circles would necessarily be so wadeto render any meaningful
manoeuvre impossible. Virtual 3 dimensional camenasing within a digital
version of a similar construction carry their mattagically tiny film bodies,
together with their target and look-at points tlglowlsuch spaces and employ
extremely tight turning circles, tilting and pangimactions to look into vistas

within the painting.

Relatively recent developments in mini and microneea technology with
wireless and remote contact have allowed viewelsdk into very small spaces
within machines, organic structures and archaecébgartefacts (Goldner,

2006). Even so, these very small cameras oftenireeggxtensive support
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structures and are often designed directly witlerexice to the environments

they will enter as in the case of medical exploratameras.

The important thing to consider now, once we hawesiered the beneficial
points of the 3D virtual camera within a digitabgram, is how the researcher
can bring the camera and the painting into the samwronment. This is an
important issue that the researcher focused omglunis implication of camera
technique in his creative production. He used fhteal tiny camera between the
paintings’ layers to show the hidden views thatagpear with traditional

painting and printed digital abstract painting.

Old masters of traditional painting used varnistween layers to move beyond
the flat surface (Whitten, 1997). Also referring tlee abstract painter who
dissolves the limitations of the picture plane pplging different techniques to
engage the painting in the viewers’ spaces, theareber creates his 3D
animation from his flat painting to attract the wegs virtually and take them

inside his paintings.

In his installation, the researcher addressed dongehew to the audiences of
abstract painting. He shifted their attention frihra interpretation of the abstract
work to the process of creating his animation. fésearcher found out that this
is an interesting point that he made in the anmmatommunity. Moreover,

during the show of the researcher’s installatiohiclv will discussed in the next
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chapter, he noticed that most of the audiences @iguoring the process of the
production and then the abstract painting. In aaldljtthis installation enhances

the viewers’ vision of abstract painting.

With the aid of computers, the artist's processreéting the final piece of work
can be recorded. The art world is often extremedgrested in the process used
to create a work. Unfortunately this is usually yelifficult to determine by
looking at a finished work. For example, while alsk painter or art historian
can often tell the order in which portions of anta@g were created, it is
impossible completely to peel back each brush stmtka masterpiece to see
what lies beneath. Pablo Picasso, for exampletedezsighteen prints of eleven
different states of his lithograph stone. Somecaitics find that these print
makings are interesting. Daniel Keete (2001), fareple, believes that each of
the eighteen prints is a record of the state oh$3g's stone. Moreover, by
investigating these artworks, a deep understandingicasso’s technique and
intellectual standpoint can be observed. This teglenfollowed the traditional
method of painting as a record of the span of tand moment which cannot
show any stages of the process of making. Howenederring back to the
previous chapter the digital artwork production saow the stages of the work
as well as it is possible to represent the layéth@painting separately. This as
mentioned earlier can be considered as one of thernadvantages of new
technology which may help the artist to reengagth vand work again with

his/her artwork in the future.

149



This research project kept these details in mim#i, @ multimedia animation
scene was created in order to involve the viewehénstages of developing the
final piece of work. Viewers are presented with ttnsible layers underneath
the finished piece, and this cannot be seen withoetv technology.
Furthermore, the audience participated in the akwanly by viewing and
testing the final piece of work in the exhibitighus every exhibition is a test.
The audience targeted ranged from the artist asdareher himself to any
people interested in art and technology with regrdabstract painting.
Regarding the methodology, a more qualitative apgnrowas taken whilst

conducting research for this project.

5.3. Reflective Journals

Reflective journals are some of the most signifia@sources in practice-based
research. They are used to record ideas, thougkperiences and the working
process. These diary-like tools provide ongoing psup for maintaining,
adjusting and experimenting with a creative wordurdals provide a logical
means of documenting learning and collecting ewdeior self-evaluation and
reflection. Greek artist Dr. Angeliki Avgitidou (RQ) supports this idea and
points out that the development of diaries in actigractice has become part of
the art practice itself; they are not merely reflectools. All details kept in the

record might add value to the progress of the prtdn of the artwork.
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The personal journal allows the painter or desigmemreflect on personal
experiences in the context of specific ideas. Téepkng of journals encourages
habitual expression of thoughts, ideas and insightsvriting and focus on
emotion and personal thoughts. The aim of thisi@eds therefore to examine
journals as aids to reflection and further expkamal highlight the development

of the researcher’s artwork in relation to them.

Journals became an integral part of this reseajbeg and were essential to the
start of practical production. They enabled theca@esher to find a personal
identity and to escape, or make sense of, theafleissplacement. In his diary,
the researcher was able to engage with the develoipaof the artworks. This
dialogue included investigations into the artwofladists whose work is similar

or is drawn from related experiences.

The process of journal writing began by noting gvemarkable change that
occurred during practical production, as well aslstireading about relevant
artists and artwork. Thus, the journals considivaf parallel strands of thought.
First, they contain information relevant to the elepment of his artwork; and
second they provide the statements and signifieamhonitions from other

artists and audiences, which help to adjust andrcehthe artwork.

The researcher kept all the ideas and thoughts dlwate to his mind after

realizing that the first method, which containsvartk relevant to his, was more
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helpful and supportive. It opens up possibilitiesltaw initial creative thoughts,
and change and improvement can also be easilywiledo Throughout the
journal there are short jottings and abbreviatimindescriptions for sketches and
hand drawings. They involve the researcher’s oregdrocess as well as how
viewers may see the sequence of the artworks. Qvera writing juxtaposes

the images.

Inspired by the other artists’ digital works, tlesearcher also sought to examine
many forms of digital art. In doing this, he desido show how the small diary
might impact and adjust the large print of abstpaehting. And he then used the
ideas and thoughts from the diary to explore theem@l of the computer.
From journal two (2004), for example, the paintlittply Place” [figure 5:18]
shows a valuable and significant explanation to dh®vork. In the painting
“Abstract 16” the researcher refers to another Arabtist who uses similar
elements and figures in his paintings. Writing daWwe process and changes of
the works is important in order to produce artwtnkt has references. More
significantly though, keeping a diary also helpaoh to answer some of the
questions that have been raised in his mind whiistking. Some of these
include: What are the elements, colours and textéirdhe painting?; How do
these interact with each other?; What emotionsha@opiaintings evoke?; Why

have | adjusted and merged these figures together?
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But ultimately, this process of recording questjomstions and steps of
producing artwork allows him to communicate witimself to evaluate relevant
ideas. Journal writing is essentially a self-ci#is, a means to capture feelings,

thoughts, emotions and spirituality.
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Reflection journals diagram

This diagram [5:2] shows that the reflection upl@ whole project is a kind
of linked cycle in which each step is affected bg bne before. It begins at the

initial point which was the production of tradit@npainting and the starting
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consideration of using computers in the creationcgss as a tool and as a
medium. It also considers how the impact of the mater on the traditional
painting led the researcher to produce digital rabstpaintings. Because the
evaluation and reflection influenced the creatiuitye digital abstract painting
was transferred from a 2D into a 3D environmente Tiext development step
was making the animation of an abstract paintind #ren adding the sound
track to add more effect to the perception of thienation. Finally, the abstract
multimedia installation was produced with the reflen linking all the stages

together, gaining from the previous steps and feghito the next step.

Reflection involves looking back on experiences drtelps us to reconstruct,
analyze and evaluate what has happened in théiagi®cess. When used in
art, reflection can serve as a way for artistsearn more about things that are
largely known in some sense but will give them @semeaning. Thus, with
journal writing, these mental reconstructions apeverted into written form.
The use of the journal is an ideal place to redbrd reflection. Moreover, a
reflective journal develops the reflection progress Alongside the
development of practical methods and short contiersaotices, there has also
been a parallel process of development in the dighych influences the action

and practice.

An ongoing diary is the key component of the redea@nd enables the artist to

pursue his records, thoughts and creative impul&s.researcher therefore met
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many digital and traditional artists in the Unit&thgdom and Saudi Arabia
whose experiences and comments were recorded irdiarg. This act of
recording was an attempt to collect their expemsnaf migration from different
parts of the world and sense of displacement with&ir new worlds. Later,
when exploring areas of new technology, he develofese diaries more
effectively into a form that stood as a main plamkis creative workThese
diaries record the time as a form of documentagiot stand as pieces of artistic
expression. Spanish surrealist Salvador Dali (190989), for example,
particularly inspired the researcher, as he doctedehis work so creatively.
Dealing with new technology, Kenneth Huff, a praf@sof visual effects, shows
that an electronic diary is easier to adjust oripdate from time to time (Huff,

2006). Huff also shows the necessity of journatimg for artists.

Other artists’ journals can often be read as gtofi@ese colourful daily records
are very inspiring. The researcher could relateféiséer distribution of a daily
record using machine reproduction, and the quieagply-by-hand acrylic, with

the painting created in computer, which is equiat and easily accessible.

The deeper understating of the research influetfeedesearchers’ thoughts and
imagination as an artist while he was engaged thegamg daily notes. The
improvement of his creative artwork and engagemetit new technology has
been a process that is linked from his life asréistdo experiences of the world

of art. Experimentation and developments in abstamting allowed him to
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justify the leap that was made between new teclygyoémd traditional methods

of painting.

5.4. Summary

This chapter contains various stages of the pragbioduction of this research.
It covers the traditional abstract painting procésslso covers the process of
creating digital abstract painting. The differenbeswveen digital and traditional
painting was addressed in relationship to matedats process. The last part of

this chapter is covered in the process of creatbgiract multimedia installation.

The researcher distinguished his artwork producfimm other installation

artists by inputting significant and unique elenseinto the installation. He used
the computer as a painting tool in order to createsual combination of various
painting techniques and different approaches tabgest. To achieve this, the
researcher used a powerful application, Paintéfl& blank page gives me the
same reaction as | had towards a new canvas, aisdsibftware gives a real
sense of the hand creation of painting and shoesiact hue of each material
pigment, which has been imitated from real l{fdaghrabi, 2005). In fact, due
to the development of software application andriterface the artist felt that

s/he is using conventional materials and is n@idfof ‘making a mess’.
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To sum up, the transformation that the researchsrdarried out here can be
seen as a contribution to the explorations, expants) trials of the possibilities
that the computer technologies can specificallyprdffto the visual arts and
abstract painting movement in particular, by whisd mean that which comes
to mind when we say ‘painting’ as art produced osugace such as paper,
canvas, etc. with shapes and colours. It is exgeriation with a contemporary,

relatively new tool in this area.

Similarly to the cinematic transition method, thesearcher made a scene
consisting of a sequence of shots. Each shot ieerfradn a different camera
perspective and then joined together by camera smawd editing techniques.
The joining together of the individual shots to ma& particular scene is
accomplished via filmic and video editing trangisoas made available via
digital technology as it emulated traditional methahat have been touched on

earlier.

The type of transition that the researcher emplpgskolves, fades and uses
time-based additive mixing, where the overall vatiighe scene increases or
decreases across a range of tonal hues as one $eguence meets another.
Fade to black for example may indicate the endhefsequence or time passage.
When one scene fades out as another scene fadhatiis a dissolve is used to

effect transition in keeping with the pace and sobjnatter of the artefact.
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The whole process is considered by the researchardevelopment of stages
from one step to another. Using the reflective pals method helped the
researcher to evaluate his artwork production ichestage and to make any
improvements that were required on reaching thé step. Journals recorded all
the researchers’ actions and thoughts to criticied evaluate his artwork

production.

Keeping this material in mind, the next chapterl veibver evaluation and

feedback, which was gathered from trips to Saudbfe and Dubai Media City.
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CHAPTER SIX: EVALUATION

6.1.Introduction

Reaching a deep understanding of social phenomé&hawhe context of the
participants’ opinions and experiences can be daitmeough a qualitative
research method. This category of research is riexéle, responsive, and
open to contextual interpretation than other methoidinformation gathering.
This chapter starts by evaluating the feedbacktti@atesearcher gathered from
his questionnaires and conversations. The reseamiveled his collected
information and feedback into stages. This is natadistical analysis of the
gathered feedback and opinion rather it is a deson of the audiences’

comments and opinions.

Firstly, the researcher exhibited his final artwarlstallation in the United
Kingdom at the Lanchester Gallery at Coventry Ursitg 2005. The initial
purpose was to gauge the viewer’'s reaction towtrdsanimation of abstract
paintings. It was also to collect significant opimé regarding the possible

improvement and the enhancement of the installation

Secondly, the abstract new media installation reenleveloped and adjusted
according to the researcher’s point of view intielato the viewers’ responses.

In this stage the installation was shown at Therfrolnternational Symposium
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of Interactive Media Design in Turkey 2006. Thirdthe final version of the
main installation has been exhibited in The Fia@® Innovation Conference in
Newcastle upon Tyne at Newcastle University 200esfionnaires and
conversational notes have been taken during thdsbigons as well as from

individual meetings and observations.

Merriam (2002) in her booRualitative Research in Practigeointed out that
the qualitative research method is an attempt sord®e your visitors’ opinions,
attitudes, perceptions and feelings. Moreover, \@iuating yourinterpretation
the researcher should be able to examine his fysdamd to consider whether it

is working or not.

6.2.Participant’s feedback

6.2.1. United Kingdom show

The main installation has been exhibited in varigleces. The researcher
showed his abstract new media installation at tiechester Gallery at Coventry
University in 2005 as preliminary step of evaluatifor his production. The
most important purpose in exhibiting this animatisras to discover the
response of interested visual arts’ audiences. @sational and anecdotal
comments were collected as significant feedbackalter, develop and to

improve the production.
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The show was visited by many audiences, speciaistisnon-specialists in the
field of art and design. Therefore, the research@s concerned to have the
response from both artists and non-specialistsaio different feedback which

might help the researcher to develop his artwork.

Francis Lowe is a computer graphic lecturer at @ayeUniversity. He engaged
emotionally with the show and felt that the animatisurrounded him with
colour and gestures. He pointed out that the reBeafractured the boundaries
of the limitation of the painting’'s frame by chaltgng the screen of his
computer to deliver a new movement in seeing aftsprainting. In fact this
feedback made the researcher more confident bethesgewers noticed and
remarked on his concern. Breaking the limitationtloé¢ frame of abstract
painting was one the researcher’s aspiration toecam with a new vision of
viewing abstract painting‘The delivery shows sensitivity to your audience.
There is a living, gestural sense to the moventettéccommodates the viewer.
You have also successfully managed to convey aemmesoutside the
boundaries of the screen which is the challengefpany artist who uses the

screen for delivery’'(notes from the visitor book, 2005).

Dr. Rolf Gehlhaar (2005), design and visual arti@ehecturer at Coventry
University, stated that the progress of the researfrom handmade painting to
moving images is remarkable and very well contmlféassive progress in

your work — in many instances you have mastereduthef painting with light,
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not easy and the beginning of wonderful works tm&b(notes from the visitor

book, 2005).

Adam Rugg (2005), IT & Media Services Manager awveédry University
School of Art & Design, says:Your work for me treads a fluid boundary
between freedom and geometric pattern, form andasgon. Thegualities of
space, light and dynamic tension are well balanaed evocative’(notes from

the visitor book, 2005).

Professor Andree Woodcock (2005), Director of thesign & Ergonomics

Applied Research Group at Coventry University, cedi that the quality of the
colour and the light was highly appreciated and whate in the visitor book:

“This was a delight. | really liked the quality tfe animation, the translucence,
subtlety and quality of the light and colour. | idhave liked to have been able
to immerse myself further in the production and fee effects wash over me.
Perhaps with surround visuals or on the cuttingsdAl am intrigued by how you
came up with this idea from the art work and représg them in the form of

an animation”(notes from the visitor book, 2005).

These are some comments that the researcher ghttarang his show at
Lanchester Gallery at Coventry University. The agsber very definitely
considered this feedback to be significant opinifvom the audience that could

help to adjust and to promote further developmeritis artworks’ productions.
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Moreover, the initial feedback provided the confide for the researcher to
carry on with his vision of improvement concernitigg accomplishing of a
unique new media abstract animatitimteresting use of process, | like the mix
of time-based imagery with sounds and how thesatedlto each other.
Vividness of colour with vivid sounds, and effetttloe emotions’(notes from

visitor book. Bob Dixon, 2005).

6.2.2. Questionnaires

In the qualitative research method a few samplesuaually involved using
questionnaires which can be filled in by the intewver or by the visitor. These
guestionnaires can include open questions thardafifwsights into opinions,
feelings and perceptions: for instance, what are #wvantages and

disadvantages of using certain sounds with thigattsanimation installation?

However, closed questions that can be coded aatktrestatistically are another
type of qualitative research method: for instarios, the following scale how
would you rate the answer that reflects your vigévindicates excellent whereas

5 indicates weakness'.

The researcher used both categories in his quesii@s to collect as much
feedback as he could from the viewers. An audienopinions and feedback is

one of the most important elements of the researoltcess. The researcher
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believes that the more feedback is collected; tbeemvas added of significant

value to his installation.

The evaluation process was divided into three sestiThe first part contained
the notes and feedback from the researcher’s shdhei United Kingdom. The
second section covers the analysis of the questim® from the United
Kingdom and Turkey shows. The third part includes analysis of the Saudi

Arabian show.

The researcher has concentrated on three fundamespacts regarding his
production. Firstly, the technical quality of theeation process. This includes
the resolution of the images in the installatiospahow the researcher used the
appropriate software to satisfy his needs. Moreothes also included gaining

opinions about the technique that has been uséulgdiine creation process.

Secondly, the researcher covered in this part & ¢uestionnaires the
appropriateness of the sound with the speed andutaion of the installation.
Colour intermixture and its effects between thensceansitions have been very

valuable features of feedback to the researcher.

Thirdly, this part of the questionnaires relies the visual communication
between the viewers and the animation of the imaige#f. In addition, this

section addresses how the researcher expressedbtons and ideas through
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the journey between the layers. This was importnthis stage. Also the
researcher was fascinated by knowing how clear iasidea behind this
installation and how the creativity explored pemoexpression through digital

technology.

6.2.2.1. Turkey show

As a next stage of the evaluation process the r&seashowed his new media
abstract installation in the Fourth Internationghosium of Interactive Media
Design at Istanbul, Turkey 2006. This symposiuraossidered to be an annual
meeting platform to discuss the ongoing advancethénfield of interactive
media design, new technology and techniques innthestry and their impacts
on culture and art. This is an international syswpm which started in 2003
and covered the entire topic relating to the diggahnology, digital art and fine
arts. This symposium included all the aspects whecihance knowledge,
improve skills, and generate new ideas and oppiiearn the field of art and

design.

The researcher's work has been shown in the sedfoigital Art and
Multimedia Exhibition. This symposium deals withwiéechnology issues and
their influence on the field of art and mainly cents itself with painting and
digital animation. Most of the participants arenfrdifferent countries and from
different fields. This event was a significant stepthe researcher to be able to

examine and gather feedback from the specialisterfield of art and design
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from across the world. The majority of the audieneeere from European
countries and they were interested in digital tedbgy and particularly in the

interaction with this tool.

The researcher took this opportunity to gain Idtsaduable opinions from both
students and professionals regarding his show. t@uesire-based methods of
evaluation were being taken during the show to egathe viewers’ reactions
and opinions. 30 questionnaires were picked upaatylto gain feedback on

the new media installation in relation to the spedariteria.

30+
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Diagram 6:3

Technical quality diagram

Diagram [6:3] shows the number of people who redpdnto the installation
show with regard to the technical quality. 30 mg#ptnts were involved in this

guestionnaire. The rating scale from 1 to 5 shdvesviewers’ answers which
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reflect their opinions and views. Scale 1 indicadgsellence whereas scale 5
indicates weakness as they perceived it.

The diagram [6:3] shows the viewers’ opinions ofl aeactions to the technical

quality of the installation. The viewers input inig diagram gave the highest
rating to the appropriateness of the techniquewaatused to produce the work.
40 percent considered this technique as an extetlea that achieved its

criteria, whereas, 20 percent considered the $ocdle good.

The resolution of the images gained a 30 percditgraThis low percentage
was caused by the appearance of the installatio® siiow took place in a bright
location and was hung behind brightly lit windowdso the small scale of the

screen may have affected the viewers’ perceptiodstaus feedback.

From diagram [6:3] it can be gathered that the nitgjof the viewers rated this
installation as very good. Moreover, using the ahlg software and the

technique were appreciated by the viewers in génera

These responses were considering the technicattaspethe work and whilst
being an important part of the overall visual eigreere, did not directly address
the emotional and aesthetic aspects of the enaoutdsvever, it is given that
the technical elements form an important plankahuilding of the structure of

artistic communication.
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In general it can be assumed that the responses the installation created by
appropriate technical procedures which led the areber to interpret his

feelings and emotions through suitable software.

30+
25 B Sound
20 Bl Speed
15 O Duration
W Colour
10 W Effects
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Diagram 6:4

Artistic Vision
This diagram [6:4] presents the viewers’ reactidosthe perceived artistic
vision. The viewers placed their feedback in tl@st®n regarding the suitability
of the sound as it added to the installation asnd kf audio effect. Also the
speeds of change of the scenes as well as theatucdtthe whole show were
considered. The colour intermixture and its effdeéve an excellent rating
amongst the other criteria. More than 53 percenthef participants liked the
transitions between the scenes, whereas, onlyd@pedisagreed with the effect

of sympathy between the work elements.
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The majority of the viewers considered the elemehthe artistic vision which
the researcher used to be successful. The diagéa#p indicates that the
conglomerate of the scales is concentrated ongpeopriate achievement of a

high level of satisfaction.

The colour and the effect of the filters, transispmaps and masking, that have
been used in the creation process of this new miesliallation were appreciated
and have excited the greatest concern on the pattheo audiences. These

opinions provide evidence that the show was runpandeived successfully.

30+
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Diagram 6:5

Visual communication

Diagram [6:5] shows the percentage of the partidggaopinions about the
visual communication elements. The vast majorityhaf viewers indicated the

largest column to the creativity of the artworkrggiof an excellent standard.
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They explored the efforts that the researcher h&dnt throughout the creation

process to express his personal idea through ¢aldnedium.

Being involved in the work of art and being paritpEncouraged the participant
to explore the installation in detail. The audienaxplored the layers and
moved beyond the hidden surface to be in full eegamnt with the show. Thus
the feedback gained from the audience interpretesr tinvolvement and

interaction with what they had seen. This achievdrbg the audiences led them
to wonder about the researcher’s feeling and egmeswhile creating this

animation in terms of both the rationale and enmatioimpulse behind the

creation process and the clarity in the expressidns idea.

Furthermore, 40 percent of the viewers expressegagament with the
researcher’'s idea lying behind the installation. dddition, almost double
considered the journey between the layers of tistaliation was clear and
interesting. By and large, the diagram shows thatuwiewers’ reactions to the
installation were positive and involved in terms tife exploration and
investigation of the hidden concept residing untleg moving layers and

surrounding sound.

To sum up these three diagrams, it seems that dhecipants evaluated the
production as a valuable artwork which can be blesegen from the declining

measurement of the scale. Each component has apaetigular shape for its
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category. This alteration depends on the interesegted. Thus, the viewers
applied their opinions and feedback to the shovomicg to their interest and
experience.

6.2.2.2. Saudi Arabian show

This is the third stage of the evaluation procdsd the researcher made to
assess his artwork production. The researcher iadhibis multimedia abstract
installation in the House of Artists in Jeddah, @aArabia 2006. The House of
Artists is an official art gallery located in Jetidand it belongs to the General
Presidency of Youth Welfare in the Kingdom of SaAdabia. It is a very well
known art gallery in the western part of Saudi Aaadind hosts conferences and
seminars around the year as well as workshops. gélisry is normally visited
by artists from all over the world and is famousaasontemporary art gallery.
The main purpose behind the researcher’s interiboshow his installation in
Saudi Arabia was to see how Saudi audiences worddpa this kind of art

production.

Questionnaires and conversations via interviews eweapplied to this
investigation. A random selection of artists hadrbselected to fill in the forms.
With the same criteria the researcher asked thecipants to respond to the

show according to their opinions and experiences.

Diagram [6:6] shows the number of the audienceattien to the installation.

The vast majority of the viewers considered theltg®n of the images were of
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a high standard. The image resolution consiste@humber of pixels displayed
per unit, pixels per incfl or dots per inch of printed length in an imageisTib a

measurement used for digital images that appe#iteoscreen of the computer.

Moreover, the resolution of any image affects tleecpption of the audience;
therefore, the researcher was concerned aboutagiisgl his new media
installation in a dark space offering his audieadeetter resolution. 80 percent
of the viewers have given an indication that theohation of the installation was

at an excellent scale.
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Diagram 6:6

Technical quality diagram

On the other hand, the appropriateness of the aodtwsed in this installation
has been given only 48 percent. A high number efréspondents regard the

impact of this installation as being attributedyotd the software that was used

%9 Ppi or dpi: it mean pixel per inch which is a measnent of digital image scale.
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in the creation. It was, however, assumed thairtipication of 3D Studio Max
as the main software to produce this multimedigalfegion was strongly
appreciated by the viewers in Saudi Arabia. Thiy lma because the show was

the first 3D animation exhibition in Saudi Arabia.

As is indicated in this chart [6:6] the rest of #mealuation scales did not reach
20 percent according to the participants’ opiniofkese results reflect the
audiences’ exploration and experiences. In faetvtriation in the participants’
feedback shows that the artwork has been perceingd different angles
according to the viewers’ experiences. Some of l@vers had seen the
installation as being in space with planets mowangund each other. However,
another viewer saw the installation as a moving-kprth, baby inside a
pregnant woman. There is a huge drop in this cklaith can be considered as a

significant advantage to the researcher.

Comparing now the technical quality diagram [6tBg viewers in Saudi Arabia
believed that the quality of the creation was gand it was highly appreciated.
This is because, as the researcher thought, ini @aabia showing something
created by computer is new and astonishing. Howerefurkey’s results the
viewers believed that using this tool to producevark are not entirely new
which was also reflected their feedback. Usingmmater to produce artwork is

not unique in Turkey. There are numbers of Unitvesiand Colleges for

173



multimedia and digital design whereas in Saudi Agabis still rare to find any

University for digital media.

Moving on now to the next evaluation diagram whigltoncerned with artistic
vision. Diagram [6:7] shows how the number of treoge responded to the

composition of the artwork production as a whokcpi
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Diagram 6:7
Artistic Vision

Audiences gave the highest scale to the transhetmveen the scenes of the
installation. This means that the merging and tleture of the scenes were
smooth and sufficient. Like the previous diagramns giraph shows remarkable
differences between the scales. An overall desorigor this diagram seems to
indicate a successful achievement of artistic wisibrom this feedback the
researcher believes that all components of thallabn were acceptable to the

majority.

The merger between the colours with the duratiothefmultimedia installation

showed a high appreciation by the audiences. Howelue to the poor quality
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of the sound system which was used in that shdewar percentage has been
given to the sound scale. The researcher noticdntibst of the audiences did
not hear the sound appropriately because the spealere not placed in the
right places. Generally, an overall impression lné show was that it was

appreciated and deemed successful in the majarityt pf view.
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Diagram 6:8
Visual communication

The diagram [6:8] presents the feedback resulteparticipants in relation to
the visual communication of the installation. Tlwairpey between the layers
was successfully indicated as being an excellergsome of 80 percent of the
viewers. However, the percentage scale from thellext rate to the weak rate
Is obviously showing a significant decrease. Thisans that the responses
appreciated the new media installation and gave=xicellent rating for most of

the criteria.
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In general, from the Saudi Arabian show the inatmlh overwhelmed the
audiences’ attention in terms of the new way tos@né an abstract painting
through the use of new tools. Also these high peeges of the viewers’
opinions can be regarded in the light of new maletihat have been used in the

field of visual art in Saudi Arabia.

Finally, viewers in Saudi Arabia are generally faated by any new challenges
and changes in the field of visual art. This mdue researcher’s installation a
focus of attention. As a new vision to produce display artwork by computer

in Saudi Arabia the researcher’s work was greatiyieed and opened up lots of
questions about this new tool in the field of visad among Saudi artists. This
feedback and these opinions show that Saudi aatiststill concentrating on the
traditional painting more than digital painting. Mever, this does not mean that
Saudi artists are enclosed in their specific emvirent rather that they are trying

to deny the impact of other cultures on their aodpction ( Fadag, 2006).

6.3. Conversationfeedback

In this section the researcher gathered all opsiand concepts from his
audiences. The researcher put on lots of individhalvs for some artists to gain
a deeper feedback regarding his production. Thate are collected as notes

from his conversations.
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The participant artists noticed that movement see8al to this new medium,
and they liked the fact that the painting was @ediy moving a tiny camera
between the layers of the paintings. They enjoyattinng the new perspective

of engaging with the viewing mode for abstract pam

The most significant comments from the audience®wabout their excitement
regarding the new concept of viewing abstract pagnwith regard to this

medium. Most of them asked if they could wind b#ok animation again after
their initial experiences because they wanted tirmeto see again the details of

the compositions.

These interactions to the installation gave theassher the confidence that his
work had achieved a high level of acceptance byeaad:“l think this work
will have a strong impact on visual art in geneaadd on fine art in particular
among Saudi artists. It is a kind of a new movemenvisual art”. Wala

Bashatah, Contemporary visual Saudi artist (thearetier’'s notes, 2006).

“This installation illustrated the abstract paingn from different angles
persuading our imagination to swim between the rayéroughout its
dimensions and coloursHana Hajar, Caricaturist and painter, Arab Newspape

(the researcher’snotes,2006).
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“This installation reflects the artist’s feelingt is opened up lots of vision and
imagination from only one painting. It is greataff. Amani Darwesh, Art
lecturer, Education Collage at Saudi Arabia (tre2agcher’s notes, 2006).

“The visual interaction of the show with the divigrsand harmony of the speed
make a unique atmosphere surrounded by affectinomdso Professor Laila

Alam, Art philosopher, Umm Al-Qura University (thesearcher’s notes, 2006).

“It is amazing, what | have seen is unbelievabla.&fluence of colour with a
wide imagination. Working with the depth of thenaotk gave the installation a
special attention. It is a kind of a wonderful atic explosion to widen our
thought of flat painting to unseen deptl®hmed Alghamdi, science teacher,

abstract artist (the researcher’s notes, 2006).

“Looking at the moving colours take us into thetatistion. In each movement |
can see a unigue painting in its own. | normallgnst in front of any painting
for a few seconds enjoying the colour mixture dmelitlea behind the surface.
But with this installation | found more enjoymemdacould stay longer”.

Abdulmanan Jambi, Art teacher (the researchers:@006).

“It is new in Saudi Arabia to see something likéstbAs we are living in the

digital revolution, this type of artwork is a reansforming which both artist

and spectator need. It is dealing with the eyess ead emotions whereas flat
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painting just concentrates on the surface of thengoag”. Najla Alghofilay,

teacher and abstract artist (the researcher’s ,[i206§).

6.4.Researcher cooments

Mr. John Burns, director of studies of this reshainterviewed the researcher
(Mr. Hesham Maghrabi) to find out his thoughts ahehs towards his art work

production.

JB. How has the use of new technologies within youjegtcaffected the way
you think about your paintings in creative and t&chl terms?

HM. | used the technology to gain more understandfrgamting and | used a
little camera to look at the layers. New technolaggisted me to create painting
and its layers. It is like creating a new vision nmaking paintings, which
provided me with a better understanding of abstgaintings. Thus, new
paintings are affected by the new possibilitiestiod technology, however,
technology does not affect my work nor my thougtiieut future work.

JB. Do you put things together into the layers befangratior?

HM. No, | still thought about the painting as creatibefore this new
technology. | did not put hidden things inside piaign In my opinion, painting
itself is seen as finished work as a kind of nesual artwork without reworking

from inside.
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JB. Did you use varnish technique in your painting teate space between
layers?

HM. No. | used acrylic colours and painted over dryfeme to create depth
between layers.

JB. The technique allows the introduction of varnishirasil paint to an acrylic
painting?

HM. Maybe, in acrylic painting depth is controlled arggested by colours.
Sometimes in oil painting the depth is true but lschae to its varnish layering.
This technique allows manipulation of the depth.

JB. What is the difference in your animation from laekmartwork in film and
video?

HM. In my artwork | used real objects or depictions, amymations are from
paintings that existed first. To attract my poiritview towards the point of
interest within the painting.

JB. How do other artists from different fields interpy@ur artwork?

HM. Sometimes a small part of a painting holds grearast, in my production
| wish to guide the viewer’s eye to a specific pafrthe painting. Previously, |
carried this technique by cutting the canvas of gaeting and showing the
fragments separately.

JB. Layering is everywhere in digital art, what is itat makes your use of

layers different or unique?
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HM. Brushstrokes, scramble, collage project art for gloture plane into the
real world (relief in general) are facets of my wohadow under brush strokes
etc. Some are matte and some are gloss.

JB. How would these elements come across in the degiiahation?

HM. They are lost. Even when we see it on screen treejoat. Certainly when
we use digital painting there will be no reliefadit

JB. Is this going to be an issue when you create pajystwhose surface relate
to the lighting of the space that they are viewed i

HM. Yes, appreciation of surface qualities within myngiag is very important.
JB. Do you think the animation can help to depict thgels of pigment etc. in
the surface of your painting?

HM. Yes, animation shows real scenes of pigment agita motion.

JB. Do you feel that the re-creation of the surfacelgies behind the picture
plane of the animation screen is possible via teishnique and that it can
counter the flattering qualities of scanning handimamages into the digital
realm?

HM. Yes, but we will lose the reflection and shadowufgthe light on the
surface. This light is the same light that is fajlion the viewers. When the
picture is reconstructed behind the picture plamsv rvirtual lights will
illuminate it and cast shadows.

JB. Do you feel that the work that you have done addr®she concern about

mechanical reproduction as expressed by people asidalter Benjamin?
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HM. Yes, initially the use of technology was just towadight colours etc. This
animation | have created is more complex aiminketep or to enhance the aura
of the digitized or photographed work by allowingwn immersion and

exploration possibilities.

6.5.General comments

In this section the researcher presents the fe&diegarding his production
from the viewers in Saudi Arabia. It is a colleatiof general comments which
helped to assist the researcher in his creatiotegso Also these comments were

regarded as viewers’ true opinions.

General Manager of Global Skills development comgpaharif Mahmoud,
says (2006): any work of art that draws your attention, it desss exploration
and to be read. | think your work of art has thisaacteristic” (from the

researcher’s notes)

A flight engineer and abstract painter, Mohamedhalgdi, (2006) believed that
any new ideas need time to be accepted by theraaedi€omputer art is almost
new in Saudi Arabia which means that the large rermtf the Saudis’
audiences will take more time to understand thd:td am learning from

nature, with traditional materials there is an emoil connection between your
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hand and the colour, which is missed with the cdempuiut with your work |

can find the colour and the sensatiofifom the researcher’s notes)

Saudi Arabian abstract artist and teacher, Ahmedssiin says (2005):
“although it is a flat screen it has a dimensiorauy technique is different from
other Saudi computer artists. This makes your aptlpction more valuable. |

cannot replace my brushes and easel by a screamuuse; | do not know how

to deal with it” (from the researcher’s notes)

The researcher noticed that when he exhibitedrtstaliation in Saudi Arabia
Mr. Hussain was among his audiences. After one taifrom the starting point
Mr. Hussain started to sa{Oh, no way”. He could not believe that the
installation had been done by the researcher. Mémeed by saying‘could

you rewind this part of a bit, it is amazing, théture of the colours with the
moving camera made a great impact on my visi¢indm the researcher’'s

notes)

The researcher felt growing confidence and became momfortable with his
show. But Mr. Hussain stood in the middle of thdegg and moved from one
angle to another concentrating on the projectedescrHe tried to explore the

hidden idea behind the animation which was onehef researcher’'s desires.
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A pioneer contemporary Saudi Arabian abstracttartigsuf Jaha, says (2006):
“art is not just colour; it is feeling, emotion andteraction. This is what | felt
when | saw your installation. There is feeling aedotion” (from the

researcher's notes)

6.6. Summary

This chapter contains an evaluation of the indiattawhich was produced by
the researcher. The evaluation was made througfestand each step has its

own effect on the development of the creative @ece

The first show of the researcher’s installation \@ppreciated by the majority.
The viewers understood this kind of installation aasiew form of vision to

perceive abstract painting. The viewers considénedresearcher’s production
as a new achievement of breaking the limitationabktract painting. The

researcher’s ambition crossed the boundaries dfdldé&ional flat surface.

This installation offers the viewers an opporturtilyenhance their vision for
viewing abstract painting using new technology. §hthe researcher was
concerned about the quality of the artwork prodaurctivhich led him to use this

methodology of gathering feedback and opinions.
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Moreover, the random selection of the participdatsthe data collection gave
the research direct impact. The researcher corsldat opinions to be highly
important and adjusted and manipulated the quaefityis production according

to their comments and suggestions.

The results of the evaluation of this researchcaig that the artwork produced
positively engaged the viewers in exploring thedem idea underneath the
moving layers. This led the viewers to have a clésion about the researcher’s

thoughts and the idea behind his creative artwork.

In addition, the exhibition of three dimensionalmaations in Saudi Arabia was
limited and this research, according to the re$mai® investigation, was
considered as a unique show. This led the vieveenstéract with the show and
with the implication of the new technology in theld of visual art. This

privilege increased the proportion of the viewergdspond to this installation

by providing significant feedback and thoughts.
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CHAPTER SEVEN: CONCLUSION

7.1. Introduction

Shifting from conventional materials to new teclogyl is a challenge for both
artist and viewer. The artist is trying to manigalaand enhance his/her
production whilst the viewers are exploring botle frocess of production as
well as the materials and the message of the attwereejata Roy (2005)
argued that changing from a traditional methodahng to digital technology
sometimes causes distress to the artist; on thex bind, the process applied in

her own practice was highly appreciated by thesainerself.

Moreover, some artists reject the implications @wntechnology in their
artwork production. They believe that this incogi@mn between new
technology and visual art is a kind of disturbafmevisual art as it is missing
the handmade values. In contrast, specialist caenprtists argue that digital
artwork production requires highly developed skilad artistic ability to

achieve success with this material.

This chapter includes a discussion of the conctusiom the research and

investigation undertaken. It also states the rebeals thoughts about future

development of this research. Moreover, the coutidn to the relative field of
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knowledge is indicated. An overview of the creafpreduction process and the

findings then follow. Finally, the conclusion ofethesearch is included.

7.2. Outline of future work

This section includes a discussion of specific @@t could further develop
from the thesis. The discussion contains the deweémt of the research from

the researcher himself for other researchers istiaign related fields.

This research indicated the reasons why some itadit artists shifted their
artwork into new and multimedia based installatiassa new method for their
production. Also this thesis states the procedsudtling 3D abstract new and
multimedia installations that were created fromt,flabstract painting. The
multimedia installation in the research consist3afimensional artworks that

are related to the display setting and have soteeaiction with the viewer.

Often, installation artworks produced are ofterpldiged in non-gallery settings
which allow the viewers to experience the artwariare closely. Such types of
abstract multimedia installation can be projectedooan open air area and
experienced by new audiences in the wider worlce Tdsearcher anticipated
that this concept could open up future research raagl be included in the
desired dimension of installation artworks and pcac These further studies

will provide a rich area for both the art field atie field of social science.
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Also the relationship between the artist and his#irevork, the displaying and
the viewing could provide an interesting point foture research by researchers
in the related field. In addition, the researchelidves that further research
could be undertaken following on from the finaldings in this research. A
focus of investigation on the audiences of instaltes in particular and their
interrelation, and interaction with the artwork vaie appropriate ground for

further examination.

Another way of taking this research forward wouddtb create a similar process
of shifting the flat painting into 3 dimensionalv@@nments. In such research
other artists’ artworks can be included and a metea could compare the
resulting viewers’ opinions and feedback to thedbsek and suggestions
included in this thesis. This comparison may find dlifferences and similarities
to this research that exist in the rapidly deveigpiarea of multimedia

installation.

The researcher feels that more research needsundsgtaken to provide more
details about how new and multimedia installatioaa be created. This could
be an interesting point that other researchers dcaldvelop the abstract
multimedia installation by showing the sequencerefting the installation step
by step. This would be done as an interactive liasian responding to the

viewer's movement in front of the installation.
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With regard to the universities’ curriculum in Saulrabia this research
anticipated that the creation process on the macproduction used in this
thesis will provide useful elements to be considere the Higher Education
courses. As a lecturer in the art and design deyeaitt the researcher considered
the implications for abstract painting; new medmiltimedia; installation and 3
dimensional, time-based work to be useful resoufoesHigher Education

levels.

The researcher considered that the final produatiothe abstract new media
installation in this thesis could be developed ibkihg the image to sound. On
the other hand, the movement of the images coulcbb&olled by the level of
the tone. A loud sound could cause a fast movertmehappen to the images
whereas a low one could make the images move nhondys This relationship

between music and visual images also can depenldeocaudiences crossing in

front of the projected installation as recordedseasor-based equipment.

Finally, the researcher proposes to carry out ana#search project of the new
media installation in the near future. This invgstion will provide further
corroborative insights into the practice of art atie developing of the

relationship, between the artwork and the audiences

189



7.3. Contributions to the knowledge

Working digitally is not a new scheme in the fiatlvisual art. Many artists
have merged computer elements in their artworkyctidns. However, the new
ground covered in this thesis is the process fabbwo create that work of art.
Thus, the process differs in the sequence of usnobnology-based tools, the
degree of integrating technology and the intersactbetween the tools
themselves. Moreover, the environment of art pridads extremely interested
in the process of making, nowadays, and some st distinguished from
others by the methods they follow. The variety ofgess used made it more
difficult and complicated to verify the methods tthvaere applied by simply

looking at a finished artwork.

The technology as used has given the researchep@ortunity to experience a
new kind of idea and thought, which enabled himetgeriment within a
community. This new technology offered the researehnew way to perceive
abstract painting and brought the hidden layers@ondess of the researcher’s
artwork to visibility. The researcher, and audiencalso engaged with the
relationship between the picture planes, layers gmodnd of paintings whilst
providing new transport for the viewpoint, field ofew, alignment and

configuration.
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The compiled research will contribute to knowledgethe field of abstract
painting and abstract multimedia installation ia fbllowing ways:
« Using new technology as a creative tool, togethé&h:woil colour,
canvas, brushes and such, to enable artists to rgaininsights into
creative art practice and provide audiences witlv mgperiences of

multimedia installation.

» Also this research showed the development of tbegss of animation
from 2D abstract painting to a 3D environment, \aho@an provide the
audience with a greater understanding of abstrctipg including the
changing of configuration of viewpoint, image plear&d pigment areas

across time.

e The implication of new media, multimedia and muditkhensional
aspects of installation art with regard to the tehgf of 2 dimensions
within 3D spaces are processes of animation thafuaction as useful

educational resources.

* Advancing the creative process of abstract new amadd multimedia
installation. Specifically, the research contrilsute such processes in

the following respects:
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Firstly, the abstract artwork was painted initialg a 2D painting on a flat
surface and then restructured into a 3D environmEmts, the process exploits

2D abstract painting as a texture and environmeheahent within 3D worlds.

Secondly, the creation method provides a form ahation, which depends on
the camera movements in the 3D environment to uevtiie audience within the
layers that lie behind the final piece of work. $hit provides the audience with

a greater understanding of abstract painting.

Thirdly, the project uses sound as a supporting toceenhance the audience
involvement as a part of the installation. Thisrmbelement is considered as an
abstract, but related, tone to engage the audienitethe artwork and pays

tribute to the work of the artist whose practices lngaged with sound and

vision.

7.4. Conclusion

This section of the thesis contains the overall saiamd objectives of the
research. Also it covers the main findings that tesearcher achieved
throughout his investigation. As the researchemns abstract artist, all the

artworks produced were considered from the vistglerspective.
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The main aim of this research was to create amadbstew media installation.
This aim involves dealing with the non-tactile naetion between the work of
art and the audiences’ responses. The researchmors fascinated by the
creation process of his installation than the fiagpearance of the multimedia
installation. To achieve this desired set of oliyest were included as follows:
to exploit the possibilities of new technology fproducing abstract art; to
produce an abstract multimedia installation artwoFRnally, to evaluate

spectators’ reactions and experiences of new madian general and the

researcher’s artwork in particular.

The main significant point of this research is tonslate interest in digital
abstract painting and animation. By asking the enck to re-look at abstract
painting in a new way, the researcher addressetliesof issues around ideas
of new technology, abstract movement and integnatdb audience with the
work of art. Moreover, the initial concern remaitisee exploration of the
conjunction of theory and practice in abstract newdia installation work,

through a series of experimentations.

New technologies and equipment are more sophistidiese days, allowing us
to see and shape our picture in a short time idstédaving to spend a long
period making stabs in the dark, hoping one hasentfael right move. Therefore,
it is tempting to believe that new technology casate just about anything one

can imagine.
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Thus, most of us are apparently surrounded by dbt®bjects and artistic
artefacts designed with the aid of the computerstMid these artworks were
created through digital technology or CGI (compwenerated image) that is

defined as: any image that is created with theofisecomputer processor.

Using a computer in the researcher’s productiomeitomes a tool to help to
express his vision, every bit as much as brusheésasel. It seems that he does
not feel he needs to be any more a part of hisstodoroduce any piece of art.
Throughout this material he became able to playpress himself and
experiment as easily as he moves a brush acrogasarhilst being in different

locations with a very portable tool.

This research indicates that with new technology limitation to abstract
painting and its edge frame have been overcomednting many, interleaved
paintings to attract the viewers’ eyes and to lhemnt travel over colours and
layers without restriction. Thus, new technologg kantributed to a new visual

language and established its own vocabulary.

Moreover, using animation in digital artwork protioo increases the
interactivity with the viewer by allowing the expiog of the hidden painting
layers through tiny camera moves that allow fovetdetween the layers of the
painting. Most of the interactive installation ats researched, used technology

to enhance the physical interaction with the arkywavhereas, the researcher

194



used technology to enhance the invisible commuioicawith the layers of the

artwork.

In this research the artwork is based on the iotera between several
processes, which work with the principle of pernmnalteration, norm and
sometimes, accident to build the base for a candigt autonomous new
evolving of digital technology variations. In moscent installation artwork
researched the attitude towards the productionessps desires to explore the
creative process as based on the thoughts, experaam emotions of the artist

himself.

Furthermore, this research shows that during thle frip to Saudi Arabia the
researcher found that the use of new technologyisnal art there is, as yet,
quite limited. Saudi artists are using computershigir artwork production to
examine this new tool within the field of visualt.aAlso some other Saudi
artists are using computers in their artwork taoépce their paintings at a basic
level and some of them are using simple computéwace to enhance the

resolution of their scanned or captured images.

In fact, this limitation of producing digital paing in Saudi Arabia led the
audiences to actually avoid this kind of exhibitioHowever, before the
completion of this thesis, the researcher found thayoung digital artist

established the first digital drawing institute $audi Arabia. Amal Al Saud
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created her online web site teaching digital pamtas well as providing
individual tutorials. This shows that within thrgears of starting this research
the Saudi digital artists are reframing themselkwed taking their first steps in
the global community of digital production. Thenme attempts by some artists
to create totally digital abstract painting butstis considered to be at the first
stage of digital environment when compared to o#liésts in the wider global

community.

Furthermore, the researcher noticed that the rdpicgelopments in computer
drawing software have provided Saudi artists witle developing of their
toolsets that have been specifically invented ia search for new forms of
artistic expression. Such massive scientific anthrielogical improvements
persuade artists to continue apace with artistactpre and allow for the
improvement and expansion of creative endeavoursnamy and various

creative fields.

The researcher believes that creating abstractipgitoy traditional method
relies entirely on the artists’ senses. The ap@sénts by use of hand, eyes, smell
and ‘feel’ in terms of being attached to the arteydo frame his or her inner
feelings and express his or her emotions. Whildig#al artist, relying on the
same senses finds that the materials are diffdrent those of the traditional
method. Digital artists evoke their skills and tgbts and use the materials of

new technology in visual art to address their peas@xpression to the world
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surrounding them in an exciting way with this newethod. This requires an

engagement with new, sometimes, non tactile todlraedium interactions.

With computer aid, an artist is free to visualiz&er picture and to imagine the
final appearance of the painting. It is argued thet kind of digital creation has
implications for the commitment and the aesthatiche artwork with its effort.

It is a kind of endless round of visual creationowéver, the predicted
appearance of traditional painting depends on Kpergence of the artist and
his/er understanding of materials and process. ,Thastrolling the whole

painting at once and exploring any part of the ysetin more detail before
displaying in a gallery at a specific site, aregdole with new technology and as

such, change the relationship between time, praessntention.

The researcher noticed that most of the viewersraree concerned about the
creative process of the digital artwork than theaffiappearance of the picture.
Frequently, viewers are asked about the stagdseofvbrk and how such works
as this are produced by the use of a computer. Hrisnmobservation of his
audiences, the researcher noted that most of tliersaes were appreciating the
process of the artwork before exploring the artwitsklf. The appreciation of
the process was a particular consideration befgptoeng the details of the

painting by the viewers even though the painting wat fully completed.
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This admiration of the new technology in visual i&fers to the control of the
production. Some viewers considered that the digittwork belongs to the
machine itself and the artist in the digital praiue has little or no effect. It is
true that artists are controlled by the proceseeany medium but those who
argue against the use of digital technology aresimgsthe point; the computer is
just a tool that the artist controls and is nottogted by. The computer is a tool
like any other artistic materials which is conteallat the hands of talented and

skilled artist.

Moreover, the researcher assumed that this newnaémyy would help the
viewers to understand the medium more deeply;rtcdy generates interest in
the process involved. It is a kind of redefiningadfstract painting in a digital
era. Furthermore, the illusion of depth can betegkby traditional methods of
painting through colour and surface; in contrasithwew technology the
illusion of depth is not created. Rather, true isphatepth can be created and
explored, albeit in a virtual form. This researchncudes that the new
technology is reconstructing the colour and surtaceugh the illusion and the

actuality of the layer’s depth.

This research indicates that the accompanying liasten artwork is a new
vision to speculate about regarding abstract pagrit mechanical production. It
moves beyond the limitations of the physical fraofethe painting. The

researcher created his abstract multimedia installdo project his audience’s
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attention beyond the boundaries of a flat surfatgnly them explore beyond
these boundaries. Installation art dislodged theidyabetween the viewer and
the work of art by integrating the characteristtdghe physical space into the
artwork and made them as one part that cannotgerated from each other. It
is assumed that the technology has a significapaa@non art production in
general and on visual art in particular. This dmdieation between art and

technology diversified to become a new form ofiatéion and visualization.

This research clearly shows that this audiencefsgmtion of abstract painting

has shifted. Some artists include the active engage of the audience as an
important factor in the creative process. Thersoisetimes even a tendency to
make the audience a central part of the artworle Miethods and the degree of
integration of the audience vary. Art practice iseay individual process and

therefore the number of ways of including the ancdeein the process of making
art is very broad and deep. Nevertheless somesahi@zve taken on methods of
user testing close to those used in commercialgdeand even the terms of
ergonomics have appeared in the working procefisefart. This demonstrates
that technology is not neutral but always carrigthvit related methods of

thinking, acting and terminology.

This research pointed out that the animated adymed by the researcher is a
completed body of work and needs to be seen aspmue that cannot be

separated into parts or divided into visions. Iaisorm of art that requires an
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exploration of completed work rather than a gatigenf objects and elements.
Therefore, the engagement and sense of being uettigand the subsequent
response by the audiences are obvious and cleanafed installation artwork
requires a different, more immediate response @ontbrk of art, whereas, with
traditional painting the audiences may have to dperilong time to find the
interesting points to explore or investigate. Tinigy be because the audience is
impressed or intrigued by the tool used or dugnéostupporting elements which

have added to the installation such as sound gdirig etc.

Installation artists gain feedback and the audignapinions in a short span of
time; sometimes immediately after the end of shawstallation artists can
impact on their audiences by supporting instaltatioth the appropriate effects
such as sound, light and such. These interactietvgelen the work of art and the
audiences can be observed by the audiences’ attesatid involvement with the
show and how they are responding to the artworks TEvel of interaction can
be achieved by artists as well as the audiencéiseatame time. On the other
hand, artists should interact with their art wor&guction process by being their
own audiences whilst creating the work and adjgstime production until

deciding it is ready to be displayed.

This research shows that the animation paintingcceate the optical illusion of
motion and record the creation process to incrélseviewers’ interactivity

through the involvement in the hidden layers of gfenting. The level of
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engagement depends on the viewers’ experienceploréxg the structure and
ability to move inside the steps or phases of theak. Also because the initial
thought of using animation was to transfer ther@atisional painting from a flat
surface into a 3 dimensional environment the atwwoduced in this research
became even more interesting. Thus, this resedrolvsshow 3 dimensional
artworks change the perception of the viewer wéfjard to aesthetics and how
simultaneously 3 dimensions can achieve a highl lefvénesse to express the

artist’s feeling.

This research indicates that the researcher wagyttg digitize his artwork by
also applying sound effects to his installation.eTiesearcher integrated the
abstract sound to his animation in order to incredise interaction and
engagement with the viewers; also sound designeddentuate colour contrast
and movement. Thus, the use of sound as a tdbidrresearch was to modify
the audience’s perception to be more involved wtike installation. This
function was not concerned with the quality of tbee but rather focused on the

abstract rhythm on the audience’s attention.

Nowadays, many artists are trying to add sounddoa¥ art to complement the
image by sound or sound by image. However, theareker mixed both with
his painting to increase the invisible interactemmd engagement between the
viewer and the work of art. By creating this mixuhe researcher was able to

explore the relationship between sound and colodr lrow they affected the
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viewers’ response to the digital artwork. The resleer tried to capture and
interpret feelings and emotions letting his viewergoy the artwork as an
attempt at understanding the deeper feelings of theerience in relation to

themes contained within the animation painting.

Like sound, audiences are influenced by light effem the animation painting
which may increase the level of engagement withatbik of art. As viewers are
changed by their interaction by colour and its hhe, contrast between bright
and dark layers can create more interactivity. Moeg, this research controlled
the viewers by sound, light and camera. The tinyera used in the installation
takes the viewers inside the work with no anglee Viewers stay in a calm area
and the images will rotate and flip for them anelytlare only required to follow

the images and try to hear the colour and seeltfieagt sound.

In addition, the initial feedback gathered from thediences in the United
Kingdom indicates that this kind of art producti@highly appreciated and
most of the comments concerned the shifting imdiges 2D into 3D and how
the installation overcame the limitation of lookingt abstract painting.
Moreover, this research shows that the abstractimmedia installation is not a
familiar concept in other countries and the viewersSaudi Arabia are also

fascinated by this kind of production although iditkerent manner.

202



List of Figures

Please note that for copyright reasons a number of figures have been removed from this
version of the thesis. Please consult the print version in the University Library to see the
complete thesis.



Figure5:9

Hesham Maghrabi
Islamics, 2004
Acrylic on canvas 100X 80 cm
(Photograph by Hesham Maghrabi)
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Figureb5:11

Hesham Maghrabi
Copy from journals 2, 2004
(Photocopy by Hesham Maghrabi)



Figure5:12

Hesham Maghrabi
Untitled, 2005
Digital painting
100 x 100 cm



Figure5:13

Hesham Maghrabi
Abstract, 2005
Digital painting

100 x 100 cm
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Figure5:14

Corel Painter 8 Software

(Screen shot by Hesham Maghrabi)



Figure5:15

Hesham Maghrabi
Projected light on 3D objects, 2004
3D Studio Max
(Screen shot by Hesham Maghrabi)
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Holy Place
Copy from journal 2, 2004

(Photocopy from the researcher’s journals)
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Appendix

This appendix contains extra information relatiogthis research. It includes
some text and pictures as well as a DVD as follows:

Appendix A:

This contains the report that the researcher wafter his field trip to Saudi
Arabia to meet Saudi abstract artists. It also oves trip to Media City in
Dubai to collect some information from the designeho are currently working
with digital technology and animation materials.

Appendix B:

This contains the interview format that the researaised during his interviews
with the Saudi abstract artists and with the destgrn Media City. It also
includes examples of four interviews with Sauditedag artists.

Appendix C:

This contains the reflective journal that the resker compiled about his
personal reflections on his practical production.

Appendix D:

This contains the researcher’s questionnaire ragardis abstract new media
installation with two examples of completed intews. This questionnaire was
answered by 60 participants in Saudi Arabia, Turkey the United Kingdom.
Appendix E:

This contains some information about the softwatdclv was used in this

research.
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Appendix F:

This contains some photographs from the resea’clehibitions.

Appendix G:

This contains an artist’s statement by the re$earc

Appendix H:

This contains the researcher’s curriculum vitae YCV

Appendix I:

This contains a DVD which includes the researcher&n abstract new media

installation.
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Appendix A

Field trip report

My field trip has been divided into three stepseTinst step was arranging the
appointments with the artists and the designerstwvlnabled me to visit them
in their studios. This part of the research wasiedrout in Saudi Arabia over a
period of four weeks. During that time | held 1ienviews with contemporary
abstract traditional artists. The main point ofsienterviews was to discuss
their ideas on abstract paintings and more paatituthe techniques that they
had used in their works. In addition, we discussethe issues regarding

colours, materials, textures and surfaces.

Furthermore, 90 per cent of the artists clearly @mudd on their paintings
without having made sketches or even having a d¢teza about the topic of
their painting. This method led them to keep explpthe potential particularly
of colour during the process of applying it ovee ttanvas. Each artist has a
unique style and technique which is in clear cattta other practitioners. Some
artists saw themselves as having discovered theihad by accident whereas
others reached their goal through painstaking m&cEurthermore, 80 percent
of the interviewees agreed that digital art nowadaya promising new field for

them and they would not accept the constraintbefine art element.

Moreover, | gathered some photographs and digiages of their works as

well as some pictures of the artists’ studios. €hasists used a different kind of
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materials to add a particular texture to the serfdhat made a visual
communication between the paintings and the viewesme of the

disadvantages that | discovered during this peoiothy research were in regard
to the time consuming nature of my interviews. Afsost of the artists do not

have the time to disclose all the aspects of tieeinniques.

The second step involved travelling to Media CityDubai. During this stage
my purpose was to meet some designers who werg ubgital media to
produce electronic artworks as well as working wé&himation. However,
because of the commercial nature of many of thesientakings | did not find
much of the data that | required . | was not, feamaple, allowed to meet the
designers or the technicians alone and they dith@eé the right to disclose any
information about their business except that whighs deemed general
information. | visited four companies but withoxception all they offered me
was basic information about the company and itsviactwhich would have

been general knowledge.

The final stage for my field trip was to go back3audi Arabia and continue my
interviews with specific artists and designers. &ee of the lack of specialist
designers in the field of digital media it has beemething of a struggle to find
information relevant to my research. However, |dusted 8 interviews with

designers from different nationalities.
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In all, I think my trip was successful because ihgd lots of information about
abstract concepts as well as some information abtigital media designers’

thoughts and ideas.
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Appendix B

Interview Format

Number: Date: [
Location: Age:

Name of the artist: Gender:

Major: Starting time:
Education qualification: Finishing time:

Can you give a brief history of yourself in gen@r&low long have you been
practising art?

Which art movement in particular are you following?

Why did you choose this category of your artwork?

Which materials do you often use in your work?

Do you consider yourself an abstract artist?

What does abstract art mean to you?

| noticed during my visit to some galleries in Saédabia that most of the
artists are following the abstract movement. Howdo interpret this issue?
Where do you normally paint?

Do you like to talk about your technique and thecgss of your artwork?

How do you paint? | mean do you have sketches oyadopaint directly onto
the canvas?

Could you tell me the reason why you applied defgrmaterials onto your
work?

Are you for or against the changing of the artistaterial?

Do you like to improve your artistic materials, Bugs: brushers, colours, easels
etc?

Recently, there are some exhibitions around thddnwairowing digital artwork.
Have you seen any digital abstract painting?

Can you tell me the first time you saw a digitalrkwof art? And do you like it?
Do you use digital materials in your artwork?

How do you feel when you use your computer to aint

What is the difference you have noticed betweettiticanal and digital tools?

How you can judge the hand-made value in visugbraductions?
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Example of interview 1

Number: 13 Date:2004 / 12/ 07
Location: Jeddah Age: 52

Name of the artist: Mohammed Abdullah GeniVlale

Major: Flight engineer Start time:4pm
Education qualification: Bachelor Degree Finish time:6:30pm

Can you give a brief history of yourself in genePaHow long have you been
practising art?

| am a flight engineer, graduated in the Unitedté&tal lived in the United
Kingdom for two years and after that | moved to 8arefor another three years.
| like to write anything that comes into my mindove poetry.

Well, I have been practicing art more than 20 years

Which art movement in particular are you following?

| like abstract painting and | am currently workitgtween abstract and
conceptual art. Modernism attracts my attentiongennism is abstract, in my
opinion.

Why did you choose this category for your artwork?

| like anything new and beneficial. | do not like stick to one thing for a long
time.

Which materials do you often use in your work?

| use in my recent work flat and smooth surfacashsas wood, glass, steel and
SO0 on.

Do you consider yourself an abstract artist?

Abstract art now in Saudi Arabia is in the bestdiban. | prefer abstract
painting to other movement because | like any négsas in art, which has led
me to work very hard in this area. | think | becaimeolved in this type of art
because | feel comfortable with it.

What does abstract art mean to you?

Um, abstraction is something which refers me to enoidation.

| noticed during my visit to some galleries in Saullrabia that most of the

artists are following the abstract movement. How ylou interpret this issue?
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This is true, lots of artists now showing their k&rbut most of them do not
belong in the field of art at all. They are copyiottpers for money on the other
hand; other artists are making art as an interpoetaf their luxury life. The
problem is that the pure and real abstract artshasped. As an artist you have
to be honest with yourself and let your viewers emthnd your feelings and
emotions.

Where do you normally paint?

In my studio. | have my own private studio at horméeel impelled to visit it
every day even | when | am not working on any fagn It is my office, my
studio, my life.

Do you like to talk about your technique and theqmess of your artwork?

Why not? | started my practical art production wiogkin watercolour. But by
an accident | found a new technique to treat tifase of the painting. One day
I was holding an empty box and filled it with sorolkel materials. | could not
close the top of the box because there was a lovigeb steel stick in the way.
After a few days | realised that this is could eaatwork. So | took it and
started copying the idea. Now | am involved in 8Djects in my painting
coming out of the surface.

Great, this is an interesting issue that | woulcké to raise here, why are you
are doing this? What do 3D objects in your work nm&a

| just want to introduce my new ideas. This conclggt me to work with
sculpture.

How do you paint? | mean do you make sketches otyda paint directly onto
the canvas?

Normally | work without sketches. Very occasionallynake them for my
abstract painting because it helps me to finishaagk and frame my ideas.
Could you tell me the reason why you applied di#fat materials onto your
work?

| like to read and | discovered significant infotioa through my reading. |
usually explore and experiment with any new maletiéind. This helped me to

establish my technique and method of painting.
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Are you for or against the changing of the artistraaterial?

Sure | am for this if it will improve the work aratld more value to the work of
art.

Do you like to improve your artistic materials, ducas: brushes, colours,
easels etc?

They can be improved but also replaced.

Recently, there are some exhibitions around the idorshowing digital
artwork. Have you seen any digital abstract pairgih

| have seen one or two in Saudi Arabia and | haveay | am not overly
interested in this kind of art production. | wilisit it but preferably I can find
out about it. If it is here yes of course | will gad see it but from my previous
experience of the show which | saw last year, dtii§ early for Saudi audiences.
to accept such works as a whole exhibition

Can you tell me about the first time you saw a dégjiwork of art?

Last year.

Do you use digital materials in your artwork?

No, and | do not want to do so.

How do you feel when you use your computer to paint

| use the computer only occasionally and | do soptay with family
photographs not for my paintings or art at all.

What is the difference you have noticed betweerditianal and digital tools?
There is a huge difference between them. There oisfeeling with the
mechanical production. The aesthetic of the tradéi artist comes from his/her
hand. In computer production there is no directtacinwith the canvas or the
colour. The artist's hand is missing. | cannot atcany artwork done by
computer. The artistic feeling is missing.

How you can judge the hand-made value in visual prbductions?

Any artwork produced by hand is highly apprecidtgdnost people. The value

of hand-made productions depends on the both’aristl viewer’'s experience.
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Example of interview 2

Number: 21 Date:2004 / 12/ 20
Location: Jeddah Age:

Name of the artist: Dr. Abeer Fatani Gender: Female
Major: Professor Assistant Start timen7p
Education qualification: PhD in Craft Art Finish time:8:45pm

Can you give a brief history of yourself in genefPaHow long have you been
practicing art?

| am a professor assistant at Education Collagéenidah, Saudi Arabia. My
work mainly focus on contemporary art and abstraovement. | work with

painting and sculpture. | have been practicindarimore than 15 years.

Which art movement in particular are you following?

| like to try and explore things. But | consider seif within abstract field and
even my sculpture refers to abstract and concepttiahovement.

Why did you choose this category to your artwork?

It is reflects my feeling and my reaction towards world and | like the way
that | interpreted my influences

and emotions.

Which materials do you often use
in your work?

| use everything that | can reach.
used row materials and glass. §
like the MDF surface specially§
when | prepare it by water before

start my painting.

Do you consider yourself an
abstract artist?

Well, | can see myself in this area. But some otrésts told me my work is

belong to somewhere else, however, | like to besiclened as an abstract artists.
What does abstract art mean to you?

It is transformation of hug and massive feelinginblours through interaction

between my eye and my hand and brain.
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| noticed during my visit to some galleries in Saullrabia that most of the
artists are following abstract movement. How do yioterpret this issue?

The number of new artist in Saudi Arabia is increg®very day and this due to
the lots of exhibitions running around the yediké the trend of the people to
art direction, even there are some does not retatady kind of art at all.

Do you like to talk about your technique and theqmess of your artwork?

| think my technique is quite complicate and | dat have any method that |
follow because | paint by feeling | do not needltothe same process each time
| paint.

Could you tell me the reason why you applied di#at materials onto your
work?

Painting is like telling a story. You need to pr&iand images and quotes from
other to support your narrative. This is exactlyatvham trying to do. | used
different materials to support my feeling and thioiud think my paintings are
missing something which led me to add another nadser

Recently, there are some exhibitions around the idorshowing digital
artwork. Have you seen any digital abstract pairgih

| like the idea of adding sound to the artwork. Athe light. They are adding
something new to the viewers. These changes geeattist the freedom to
express his feeling by any method or technique.s Tinergence between
materials depends on the artist’'s experiences amwd le/she can mix them
together.

Can you tell me about the first time you saw a d#djiwork of art?

| did not see anything here in Saudi Arabia exsepte digital sketches by new
artists. | saw lots of digital artists online bugtnn gallery. | think this the next
step for our new generation of young artists.

Do you like this kind of art production?

If it will produce artwork, yes | will like it.

Do you use any digital materials in your artwork?

I only use my computer to check my emails and beoarsthe internet.

What is the difference you have noticed betweerditianal and digital tool?
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I think the materials different but the goal is th@me. However, the artistic
feeling is more obvious with the traditional pamgti But | like the digital
painting you showed me. | thought at the beginmimghand-made painting.
How you can judge the hand-made value in visual prbductions?

Hand-made production is more appreciated in al\wbdd by the large number
of viewers. | cannot say digital work is weak oopad\o, digital art has special
features you as a viewer has to have knowledgetabdudo not. | think the
work by traditional method cannot copy whereas wichnology you can
produce lots of picture for the same painting wite same quality. You cannot
do this with traditional. It is like figure printand each traditional artists has

his/her own brush stroke (finger print).
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Appendix C

Reflective journal report

Introduction

A reflective journal is one of the most significaaspects in practice-based
research. It is an ongoing record of ideas, thajghtperiences and reflections
on the main topic. It records the concept that meedaaling with and its process.
It is like a diary to maintain or adjust the expeentation. It goes beyond the
demands of typical written assignments as it presothe integration of
personal thought and expression with my practieskearch. Journals give a
logical means of documenting the learning and cbhg of evidence for self-
evaluation and reflection. The aim of this repasrta explain the process of the
achievement regarding my practical work and higdttlitne development of my

creative process.

My personal journal allows me to reflect on my oexperiences in the context
of a specific idea. | used my journals as a privater to record, check and get
feedback. It is very useful to keep notes in argadvut for practical research

this organised diary is particularly significant.

In this report | am going to express some aspéeisithave come across. | will
talk about my initial interest in creating tradra painting. Also | am going to
talk about purpose of creating these abstract imagethe second part of this
report | will highlight the significant issues thathave found by using new
technology to create abstract painting. Finallyill walk about the most recent
practical work that | am involving myself in whiek the animation part. In this
part | am going to write about the reason why lehdene my animation by this

way.
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Traditional painting

As an abstract expressionist artist, | have theesatention of making abstract
paintings by expressing my inner feeling and enmotinto the canvas. Abstract
expressionism has been interpreted by Art Cyclapeadia type of art in which
the artist expresses himself purely through the afstorm and colour®. It is
non-representational, or non-objective, art, whekans that there are no actual
objects represented. It is beyond understandingome sense. This gives us
some indication of why we are tempted to look fbjects in paintings where
there aren't any. For this reason it is more ohallenge to create an abstract
painting that has meaning. In addition, some visvekrectly try to figure out a
sensible image in abstract painting. However, wh@aint my pictures | am
trying to let the viewers enter the world that Vaareated. Let them relax and
use their eyes to leisurely wander over the pajygisurface. Let their heart and
mind react to its colours, shapes, and textures.them be drawn into the
illusion of its spaces, the action of its linesganhe mood of its atmosphere. We
react emotionally t@olour, shape, line and texture elements everelf ttreate
no recognizable object for us to hang onto. My m@oncern is the painting

itself which makes me feel free to use my imagorato draw.

| am a non-objective painter, which means | amatt#mpting to capture the
resemblance of nature. | began to explore colodrséiape and to paint an entire
canvas with my feeling and emotion through my owethud. The life energy

and my psyche were at once the driving force, &#seurce and the meaning of
my works. The source of my work is my memory thhttl been stenographing
throughout my entire life. | have been searchingtii®ose memories and trying
to connect them with the world, my daily life arfeetworld around me. Thus,
this is exactly what happens for me when | try #np any picture. In my

opinion abstraction is a reflective more than a ieamicative act that can be

! Author Unknown. 2005. Artcyclopedia. [online]. Alable from URL:
<http://www.artcyclopedia.com > [Accession 22 M&®03.
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expressed through an artist's personal vocabulBwmeryday life and the

environment around me have a significant impaangrworks.

As a painter, | take liberties with this freedondgplay with various materials
of paint | choose in either digital or traditionadinting, each series being an
opportunity to explore visual language in a newhpahallenging my skills and

stretching my capacity for visual expression.

| integrate colour and hue, pattern and texturghtliand dimension by
rearranging them into a new relation. In my paiggit try to involve the viewer
by drawing them into the layers of my artwork andnipulating their eyes into
its depth. | mix the colours so the audience i®nakn a journey around the
painting. | exert myself to involving the viewer mally and emotionally with
my use of colour. | would like to break the limitat between the image and the

viewers’ eyes in relation to their visual communica.

In the early stages of my production | made aesedf traditional abstract
paintings. | painted non-figurative paintings catisig of colour, shape and
surface. | do enjoy working with colour more thaakimg any particular figure

or involving myself with any other aspect of mytpie. My main concern was
to create the illusion of depth inside the paintimpich can be created
throughout colour and shape. One significant eléroérhis idea is to let the

viewer observe that there are hidden layers beyiede colours. | have
reached an appreciable level of depth inside #wating through the mixture of
colour. With regard to my method of painting theidental plays an important
role in my artwork because | mix the colour dirgathto the surface and also

because | paint having made no preliminary sketches

Through these artworks | am trying to express najirigs and emotions trying
to explore the potential of and the secrets belnrydpaintings. | created the

illusion of depth through colours and surface ia fitocess of creating abstract
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paintings. | have been creating these handmaddémgsrfor five months as well
as carrying out some research about the abstracegsionism movement. The
interesting point that | have noticed during woskreed out in my studio is that
the abstract painting has no imperative of startngending the painting. It
depends on my level of satisfaction with regardctdour and surface. For
example, | like to start my painting from the mieldif the canvas. There is no
reason for this but I think that in this way | ceontrol the whole image from
different angles: On the floor | am more at ease. | feel nearer, mongart of
the painting, since this way | can walk aroundagrk from the four sides and
literally be in the painting” (Pollock, 1945

Moreover, it is like invisible communication bet@emy eye and my hand, my
feeling and my experience. | am attracted to pagnthrough colours and
shapes. | want to find out how different coloursl wiork together or against
each other. | try to combine accurate observatigits my personal ideas of

simplification.

| prefer not to make any sketches before | startpawyting. | have started to
make small sketches on canvas 7"X5” using acryiowrs. | use Golden brand
acrylics because it's the best paint | have comesac Paint is applied using a
variety of tools including brushes, knives, stickisigers etc. | use various
technigques to get a painting started.

The important aspect of these sketches is to kwaeptising painting and
improving my skills as a colourist. Another aspetthis method is to find out
how different layers of each painting can affeet Way of seeing the image.
Furthermore, | feel that the painting is a partm@ and that there is a spiritual
connection which makes me move emotionally insdecblours.

2 Harrison, C and Wood, P. 1992. Art in Theory 190890 An Anthology of Changing Ideas.
Oxford: Blackwell.
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My abstract painting expresses the harmony in nalirfg of colour and form.
Emotion is the soul of my work. The eye can touchraage sensually. | create
conjoined colours where there is no separation& oolour from the next.
Thus, my work evokes a different emotion dependinghe manner of viewing

the image.

Computer as a tool

The 20th century has seen a large number of arements such as Cubism,
Futurism, Surrealism, Dadaism, Abstract Expressmnand so on. This change
and development has led fascinated artists to thinkaking improvements in
their skills and technique to create a new visidnaot. One of these

developments is to involve new technology in argemeral.

There has been a remarkable growth in experimantand technology. Some
art organizations were formed to facilitate devetepts, and the number of
artists involved multiplied. The organizations paiing such work came from a
wide variety of backgrounds, including the visugkamusic, performance and
film. The media used in digital art apply to many farms, including painting,

performance, film and participation.

Since | started my studies in the United Kingdornave focused on digital art.
The new technology gives me freedom in expressiod &@chnique. The

purpose of using digital painting is to use the patar to create artwork that
would otherwise be done using traditional paintingterials. The computer in
my whole project is a tool like brushes, colourgfa, and so on. | am trying to
use it to save time and to see my artwork fromedgiit angles which helps me

to manipulate any layer | want in a short time.

| paint directly onto the computer, which has hdlpee to view the creative
process as endless. This technique has led mensideo my painting as a

unique piece of art. Of course, it also means uaimgw medium to explore its
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potential. | am given the opportunity to view myvasrk before it is printed and
| can change, manipulate and enhance the colopara®f the creative process.
| work directly onto the computer using various g methods, but | see
colour as my primary tool. One of the advantagessnig this method is that |
can work on each layer separately. With this methadll be able to add or
delete any part of the painting without causing affgct on the rest of the

image.

My main goal is to create a visual combination afious painting techniques
and different approaches to the subject. . In thigel | used a powerful
application which is Painter 8. | have noticed tihéd software gives a real sense
of handmade paintings. By this | mean that thigpmmme shows the real hue
of each pigment as we can see it in real life.nl gse the colour palette and mix
any colours | want. | felt, in some sense, thatasvetill using conventional
materials. | built up the whole composition on apaiter, and then managed the

brushwork as | executed the final paintings.

Due to the degree of control possible over my imagsubjugated the new
technology to my ideas because | wanted to seeaimjipgs before | displayed

them on the wall.

I enjoyed working with new technology for severahsons. One reason is the
colour palette which is beautiful and consists dfioms of colour hues. Also, a
work in progress can be stored on disk or transfewia the net to any location
for further work. This feature made me feel thaivés possible to work from
anywhere | like, whereas, traditional painting reeed specific location.
Moreover, the freedom of exploration and full cohtwver the whole image or
just a detail as required at any stage of the wedne of the important keys in
this medium. Above all, | feel expressive when | drawing and painting with a

tablet and my computer.
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| have been working with both digital and tradigbpaintings at the same time
trying to explore the differences between them etding to the medium. |
decided to subjoin an Arabic reference to the hasrésting the painting. |
added some symbols which refer to the area whesenke from. The reason | am
using these Islamic symbols is because | want t&kem@ference to my
background and also | feel that these symbols areqf my paintings. This
desire to make an understandable image has le e our own decorative
elements. For this reason it is more of a challdngereate an abstract painting
that has meaning. All the elements of good reptesenal art should be

present, namely colour, form, composition, perspecetc.

This idea came to my mind after | found that mystedct painting needs
something added to it. | have tried to change mguwaopalette many times and
also | have tried a new way to paint but | feltl $biere was something missing
from my work. In relationship with my theory | haweoticed that the
unconsciousness facilitates how a specific religiway play a more practical
role in the work of the abstract artist. Moreovers like a spiritual conjunction

between my interaction and internal activity of theman body.

Sometimes | print my digital images and start pagqover them because the
computer does not give me full satisfaction withamel to my painting. | have
found this method to be interesting especially whadjusted or enhanced the
colours. | try to capture my feelings in my paigtn the emotions, the
spirituality. My belief is that people like creagirand enjoying art because it is

an attempt to understand the feeling of how and wiiags really are.

3D Animation

This is the third stage in my practical researchctvhs about creating an
animation of my painting. It deals mainly with tlagers of the paintings. | am
trying to generate a movement of each layer infierént direction as a first

step. | became very interested in adding the elewofethe kinetic to my work. |
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like to explore a new moving picture from my stdbstract painting. The
computer is so many things for so many people.ufipsrts many ways of
thinking. One of the things that fascinates merttest about working this way

is that you really can approach image making inynaays, simultaneously.

Usually | start with sketches and then work on 3iki® Max software. Some of
these sketches | have made in my studio, otherave ldrawn from my
imagination, where | wake up and turn on the ligimd quickly sketch
something. This software is somewhat complicateds® but the result that |
have achieved is excellent. | have been workinguginout my painting

changing the layers and the level of each colour.

| can examine my image in different ways and byrsmy options. | captured
one sense of my digital painting and | tried to ipalate and repeat some part
of it to create a new image. Subsequently, this peture was imported to the
3D software for the animation level. In this waye thcreen came up with a
totally new vision that | was not expecting at tleatel. It takes the viewer inside
the painting for a journey crossing the layers drelcolours. It seems that this
level of my production is the best one as | expernitad with many ways of

taking the viewers’ eyes through the picture itself

When you look at representational painting, itasyeto recognize what you are
looking at. It is easy to identify all the objeatsthe painting, and sometimes the
overall meaning of the painting. However, when yook at an abstract
painting, you often have no idea what it is youasrially seeing. Like listening
to music, the understanding of abstract art is lgiglubjective. Each viewer
must arrive at her/his own explanation, despitefaéloe that the artists may have

had a very particular, and often very differentamag in mind.

The second step of my animation project was theceh of some part of each

layer and the combining of these to create movemerthis experimentation |
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did delete some parts of the layer and the oppgsites of another layer and
mixed them together again to produce a new animaigion. The main goal of

this step was to create the illusion of depth tgrooolour and moving layers.

My intention of making these animations is to pobjgiem on the big screen as
a loop movie for five minutes. This installationltconsist of my abstract
paintings that | have animated to come up with & nesual language. The
abstract painting has a limitation while it is desged on the wall directly.
However, by creating this new visual vocabular tinistallation will break the

barrier between the viewer and the artwork.
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Copy form the researcher’s journal, 2005
Scanned by Hesham Maghrabi
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Appendix D
The Application of Traditional Abstract Painting in the New Media
Environments
Your valuable feedback in this form will be used to im@@nd develop my multin

installation artwork. Also to evaluate your reans and experience of new media

own work.
Name : Educational qualification :
Major : Date of the show :

Please answer the following questions; ta¢ewtork by marking the answer that
reflects your view; indicates excellent andibdicates weak.

Criteria |1]2|3|4] 5

1. Technical quality

a) Chroma (resolution of the images)

b) The software used fulfil the needs of the artist

c) Suitable use of techniques

2. Artistic vision

a) Appropriateness of the sound

b) Speed of the show

c) Duration of the show

d) Colour intermixture

e) Appropriateness of the effects

f) Transition between scenes

g) Sympathy between the work elements

3. Visual communication

a) The journey between the layers

b) Expression of the artist's emotions and ideas

c) Clearness of the idea behind the work

d) Creativity; the work demonstrates effort to
explore possibilities for personal expression
through digital imaging

Do you think this digital work is important to the visual art?

No YesD (please specify Why )....ooviviiiiniiiiien e,

Have you seen a similar piece of work to this eadr?

No vesH

If yes please specify the following :

1- Criteria of similarities :

Idea- concept[] Contd]t imagl b other[] (please specify)

255



Where can this piece of art work exhibited?

Your cooperation to support my research is highly appreciated.

Please don't hesitate to contact the researcher for further comments or
enquiries.

Content removed on data protection grounds
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Questionnaire example 1 _
Content removed on data protection grounds
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Content removed on data protection grounds
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Questionnaire example 2
Content removed on data protection grounds

Criteria |1 [2]3Ta]s]

1. Technical quality
La) Chroma (resolution of the Images) Iy
b} The software used fulfill the nceds of the arist o
<} Suitable use of technigues # |
2. Artistic vision
| a) Appropristeness of the sound [
| b} Speed of the show | x
.| &) Durplion of the show ¥
d) Coler intermixture ¥
) Approprizteness of the effects "
[} Transaction between scenes ¥
&) Sympathy between the wark elements | %
3. Visusl communication
a) The joumney between the lavers o
b) Expression of the artist emotions and ideas !
| ¢} Clearness of the idea behind the work S
d) Creativity, the work demanstrates effort 1o caplare possibilities for o
personal expression through digital imaging I

1-.-|.

Do you think this digital work is important to the visual art? ]

N O Yes m” (PRease PRIy WYY - ceeesrenee e veeeranes

Did you see similar piece of work 1o this earlier?

No B ‘:‘es\g/

If yes plense specify the following :
1- Criteria of similarities -
Idea- concept O ContentT]  imapes E/::lh:r]:l (please speelfy) .. - vvivuesiiaioiiia i

[ 2-The name of the veark and the artlse? ..o i
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— Where can this Mwurk xhibited?
] qlllilllllliillll e

samati ? m. shadae nllu‘l'ﬂéu --------- I‘r?"l‘ﬁ?ﬁ‘ %onuhumm MI‘HIIHII

SR AR AR AR A AR AR AN SRR R R AR R AARSE R E A AN N NBEE AR AR

Haow can this piece of work improved?

11111 S T e R R

ARREE AR R AR AR

e T R T L L et e

Does the animation support the paintings as o new visual hlguﬂ"'
..,Hﬁa.,.%n.. nﬁ"‘rﬂ}n'h'\ ..L{u\-.nfi:.-li": e R

How do you see the whole Ilmlllllun querﬂ"

fZ.’"..JIZQAm#m s A TSN R, AT e

R e R E T LT RN T} o eragEEREE PAARE AR A R

Your corporation te support my research is hlghiy appreciated.

Please don’t hesltate to contact the researcher for further comments or caquires,
Content removed on data protection grounds
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Appendix E

Corel Painter 8

It is an image creation software which allows yout |File format Incl. EPS, PDF,
support TIFF, JPEG,

paint the whole image within the program in its oWn GIF, PSD, Al
Range of Full range

provides all the artistic tool with a specific fuion. It g
drawing tools

has an interactive interface with amazing brushtae |Bitmap editing | Yes, advanced

options by
palette as well as the sketches option which offegs assigning an
external editor
user to transfer the bitmap pictures into sketch. Multiple ‘undo’ | Yes
levels
Platform: Win/Mac SVG support No

Text on a path Yes

Save workspace| Yes

settings

File browser No

Rasterise Yes

Vectorise/Trace Yes

tool

Export to Yes

Microsoft Office

Other Includes Corel
TRACE for
vectorising
bitmaps

http://www.unleash.com/kurt/painter8/index.asp
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Appendix F

Theresearcher exhibitions

United Kingdom show
Lanchester Gallery, November 2005
Coventry University
Photograph by Hesham Maghrabi
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United Kingdom Show, 2005
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TS0 4"INTERNATIONAL SYMPOSIUM
m oF INTERACTIVE MEDIA DESIGN

APRIL 28 - 30, 2006

HESHAM MAGHRABI

Ceovantry Unlvarsity,
Schoal of Art and Design
UK.

"The Usa af Light and Sound In Site-Spacific
Absiract Multimedia Artwork Installed in Non-
Traditional Spaces”

208

4™ INTERNATIONAL SYMPOSIUM OF INTERACTIVE MEDIA DESIGN
Istanbul, Turkey

28 — 30 April 2006
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Photographs by Hesham Maghrabi, Turkey 2006
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ARTISTS’ HOUSE SHOW
Jeddah, Saudi Arabia
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12 January 2006
THE FIRST SAUDI INNOVATION CONFERENCE
Newcastle upon Tyne
12 May 2007
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Appendix G

Artist's statement

My work is concerned with an Abstract Expressioomtcept; the paintings are
about influence and the way | feel. | try to makdiad of visual language,
letting the spectators understand my work througgirtown experience and
reaction to it. | create a mixture of influencesvieen the hot weather, in the

country that | came from, and the British landscape

| used a computer for my work as a tool which hetgsto modify and create
new layers over my painting. For me the use ofdbmputer is not the main
propose. It is just a form of media. Thus, creaingvork using new technology
is extremely challenging. The computer does noé say time because it opens

up hundreds of possibilities- and | want to tryrthall. And sometimes | do.

For me, there is no set order in beginning a pagntsometimes | start working
on a canvas directly, and at other times | stath whe digital photographs or
scans of real objects. Or | start with a paintinigal | scan into the computer.

The result is a mixture of digital images combimath acrylic and/or oil colour.

Over the last five years, | have been creatinghbmtract multimedia installation
that allows viewers to become a part of the pamnthmough engagement with
dynamic colours and various layers. The main olljadpe to accomplish in my
work is to express my inner feeling by the use abur, texture and digital

media.
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Appendix H

The researcher’'s CV

Hesham A. Maghrabi

Date of birth: 15/12/1973
Nationality: Saudi

Address: 28 Rodyard Way PO B®&17

Parkside Makkah

Coventry CV1 2UD Saudabia

Tel/Fax (+44) 247 6633 626 (+9665220 900
Mobile (+44) 788 7888 881 (+966555 03717
www.maghrabil.com maghite®@ hotmail.com
Education

UndertakerPhD degreeat Coventry University, Coventry, UK
‘The Application of Traditional Abstract Painting New Media Environments’

Master Degree

2002 MA in Fine Art with merit.

Coventry School of Art and Design, Coventry, UK

‘The Impact of Computer on Visual Art’

It is about using the computer in art productioradsol and how the computer
has influenced the field of visual arts.

Bachelor Degree

1995 BA in Art Education

First class with distinction.

Umm Al-Qura University, Makkah, Saudi Arabia

Additional relevant experience
| presented my animation projects in some confeagngymposiums, workshops
such as:

» Lanchester Gallery
4- 15 November 2005
Coventry, UK
* House of Artists
12 January 2006
Jeddah, Saudi Arabia
« The 4" International Symposium of Interactive Media Desig
28- 30 April 2006
Istanbul, Turkey
» The first Saudi Innovation Conference
12 May 2007
Newcastle, UK
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Work experience

2005Member of committee panel
Children’s drawing Competition

King Fahad Academic
London, UK

1999- 200Manager Assistance

Global Skills Development
Part-time
Jeddah, KSA

1995- 199%rofessional Designer

Al Mersam Adv. Ltd
Makkah, KSA

1999Member of committee admission

Umm Al Qura University
Art Education Department
Makkah, KSA

1999Practical Training Supervision

Final year students
Umm Al Qura University

Art Education Department, KSA

1998Teaching Assistance
Umm Al Qura University
Education Collage
Makkah, KSA

1996- 1998Art Teacher
Abdullah Bin Jaafer
Intermediate School
Jeddah, KSA

1995- 1996Art Teacher
Al Namouzajyah Al Aula
Primary School

Jeddah, KSA

Professional Membership

Tate Modern Art Gallery.

United Kingdom

Saudi Students Club at Coventry.
Vice-president
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Prizes and awards

Appreciation Certificate. Saudi Students Clubs

2007, United Kingdom

Appreciation Certificate. Saudi Cultural Bureau

2006, United Kingdom

Appreciation Certificate. Scholarships and Univigr&8elationships
Administration

2006, Umm Al-Qura University, Saudi Arabia
Appreciation Certificate. Saudi Students’ Schools
2005, United Kingdom

Appreciation Certificate. Birmingham Saudi Stud€hib
2005, United Kingdom

Appreciation Certificate. Birmingham Saudi Stud€hib
2004, United Kingdom

Appreciation Plague. Al-Namouzajyah Primary School
1996, Jeddah, Saudi Arabia

Appreciation Certificate. Al-Namouzajyah Primaryh8ol
1996, Jeddah, Saudi Arabia

Appreciation Certificate. Bin Khaldoon Secondaryh&al
1996, Jeddah, Saudi Arabia

Appreciation Certificate. Student’s Activities

1995, Umm Al-Qura University, Saudi Arabia
Appreciation Certificate. Al Falah School

1995, Makkah, Saudi Arabia

Distinction Plague. Umm Al-Qura University

1995, Makkah, Saudi Arabia

Distinction Certificate. Umm Al-Qura University

1995, Makkah, Saudi Arabia

Other relevant qualifications
Diploma, Interior Design

2005 Central Open Collage Network
Coventry, UK

Academic English Language
2001 Nottingham University
Nottingham, UK

General English Language
2000 Sheffield Halam University
Sheffield, UK

Activation Art Teachers’ course
1996 Teachers’ Collage
Jeddah, Saudi Arabia

Diploma of English Language
Language Incorporated

Virginia State, USA
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Participations
The first Saudi Innovation Conference

2007 Newcastle upon Tyne
Newcastle University, United Kingdom
First Prize, Second Competition
2006 House of Art Forum
Jeddah, Saudi Arabia

Abstract Multimedia Installation Exhibition (solo)
2005 Lanchester Gallery
Coventry University, United Kingdom
First Prize, First Competition
2005 House of Art Forum
Jeddah, Saudi Arabia
Exhibition of House of Art

2005 Royal Art Theater
Marrakech, Morocco

Exhibition of House of Art

2004 House of Art Forum
Riyadh, Saudi Arabia

First Arabic Electronic Exhibition
2004 House of Art Forum
Online Exhibition

First Hejazyiat Exhibition

2004 Al Hejaz Mall

Makkah, Saudi Arabia

Square, Solo Exhibition

2002 The Glass House
Coventry, United Kingdom

MA Exhibition

2002 Lanchester Gallery
Coventry, United Kingdom

Al Hejaz Mall Exhibition

2000 Al Hejaz Mall

Makkah, Saudi Arabia
Traditional Life Style Exhibition
1998 Artists’ House

Jeddah, Saudi Arabia

First Artists’ House Exhibition
1998 Saudi artist

Alexandria, Egypt

The 59 Artist Exhibition

1998 Artists’ House

Jeddah, Saudi Arabia
Exhibition of Contemporary Art
1997 Artists’ House

Jeddah, Saudi Arabia
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Ministry of Education Exhibition
1996 Jeddah, Saudi Arabia

Third Exhibition of Artists’ House
1996 Artists’ House

Jeddah, Saudi Arabia

Competition of Umm Al-Qura University
1995 Umm Al-Qura University
Makkah, Saudi Arabia

Umm Al-Qura University Exhibition
1994 Umm Al-Qura University
Makkah, Saudi Arabia

273



Appendix |
DVD

This contains the researcher’s main abstract nesanestallation.
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