Introduction 
This thesis is an insight into the research-based practice of myself, a student artist, and the influence others can have on my work. I plan to supply an understanding of historical and contemporary artists that have inspired and altered the way in which I practice my paintings. This research will be considered alongside my studio practice exploration as a fine art student. The purpose is to identify and evaluate my work amid debate of colour and style to resolve any potential gaps that possibly are blocking the growth and development of my artistic style. Over time I have set about, whether from a research or experimental point of view, an interest in the simplicity of colour and form in my chosen subjects which has driven my studio work background. 

The contemporary artist's studio is a unique area to research, make, reflect and display art. The studio articulates the presence of an artist and informs the viewer of what the person is about. In my recent practice I have entered upon an investigation and been considering the element of colour in an array of presences. This independent project consists of three chapters. Chapter one will unravel the effects of travel on an artist's work. I intend to examine the works of Henri Matisse, Howard Hodgkin and Bridget Riley to learn the ways in which travel can influence the artists chosen colour palette. Chapter two will further explore the studio practice of Riley and her growth as an artist, whilst consciously keeping in mind the exploration of colour through experimentation. The final and third chapter will explore two of my paintings whilst continually reflecting and contrasting them against the works of painters, Michael Craig-Martin and Patrick Caulfield. This thesis is an extended piece of research intended to enable further study within my practical art practice. 


Chapter One - Broaden Your Palette Through Travel
The aim of this chapter is to look at and explore how travel can lead to inspiring and creating a unique artwork in a world of endless perceptions and interpretations. The three artists of interest I will investigate are Henri Matisse, Howard Hodgkin and Bridget Riley as they have been key figures in my recent research. I intend to look at what within travel drives the artist to forge an art form and the main inspiration perceived. 

French painter Henri Matisse (1869 – 1954) had an interest in Islamic art and so visited the country of Morocco for two lengthy periods in both 1912 and 1913. There he was surrounded with visual information and decorative and repetitive pattern. Matisse’s journey to Morocco was needed for inspiration to find a new artistic direction. In earlier creations Matisse’s work can be remembered for belonging to the Fauvism art movement. The Fauvist paintings were known for their using of colour to the extreme. Instead, in Morocco, Matisse used colour as a representation and rendering of what he viewed. Whilst there he made multiple sketches, drawings and an extensive number of paintings energised by what he saw in the exotic architecture, traditional colourful garments, daily outdoor scenes, and routines. 

American abstract painter, Sean Sully, on talking about Matisse in a documentary, describes his trip to Morocco as a way of summarising an experience. Scully talks about the way Matisse would paint the energetic culture outside of his own culture but in such a way that the final painting would not veer far from the country’s lifestyle and atmosphere. Indicating Matisse managed to truly represent the country’s excitement by using his colour palette to show the idyllic views of Morocco. 
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Figure 1: Window at Tangier

In his oil painting Window at Tangier, in Morocco, Matisse seizes the old cityscape scene from behind the hotel window of the Grand Hotel Villa de France. Adding the extra dimension of the window gives the painting perspective which allows the viewer to feel as though they are stood in the room overlooking the city themselves and bringing forward the works frontal plane. This painting predominates bright bold tones of blue flooding most of the scene. The blue sky and bay together create a solid background broken with minimal reduced details such as the architecture which stands in pure white tones, capturing the style and visual information of the buildings seen. 

In trying to render the atmosphere of Tangier, Matisse wished to convey a peaceful and placid state of mind. 
What I dream of is an art of balance, of purity and serenity devoid of troubling or depressing subject matter, an art which could be for every mental worker, for the businessman as well as the man of letters, for example, a soothing, calming influence on the mind, something like a good armchair which provides relaxation from physical fatigue.
(Matisse)
Matisse has expertly and successfully proved a state of calm within his painting Window at Tangier through his colour palette of complementary hues. The representation of the colour blue also confirms and verifies Matisse’s above statement about the art of balance and creating a relaxing influence as the colour blue is known to symbolise the feeling of calm. 

Late British artist Howard Hodgkin (1932 – 2017) made his first visit to India in 1964 and spoke of how he,
Fell in love with Indian art when I was at school, thanks to the enterprising art master, Wilfrid Blunt. I longed to visit India, but only managed to do so in my early thirties. It proved a revelation. It changed my way of thinking and, probably, the way I paint.
(Hodgkin, 2016)
Throughout his life he visited India for more than 50 years, it turned to be a place he would return year after year and so India partially became his second home. Hodgkin states that when he initially went to India, he had no clue what he was looking for, just that whilst he was there, he was consciously observant for something else. By this I assume he means that by seeing another country then something else may happen in his work stimulating unfamiliar new paintings. 

The Hepworth Wakefield gallery exhibited Hodgkin’s work in 2017 with a display pursuing his work and the importance India had on his paintings. The gallery showed over 35 works of Hodgkin’s highlighting India’s captivating attraction and the landscapes about the sea, sunsets, sunrises, gardens, flowers, plants, people, and memory. It is in these paintings that Hodgkin displays his visual summaries and impressions that stand for his experience in the country. Sir Nicholas Serota, Tate director, once said that “Strangers have a way of capturing something that perhaps the rest of us cannot see,” (2017) connoting that in his work Hodgkin has managed to find the something he was looking for in his experience of being there and translated it into his work in a way that would inspire people more to undoubtedly explore India’s beauty. 
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Figure 2: Bombay Sunset

Oil on wood, this painting titled Bombay Sunset depicts an abstract style of colour and form in which Hodgkin has strikingly captured a piece of memory from his travels to India. Ablaze with colour Hodgkin has drawn the viewer into his work by framing the painting with a fierce orange that encourages the viewer to take a step closer and peer into the painting. This painting inspired by location expresses a minimal yet recognisable setting with simplistic marks to convey forms such as the striped ocean and dotted sky. The rich colours represent the overbearing heat Hodgkin must have experienced and undoubtedly characterises feelings of warmth that he must have endured at this specific location. The painting represents the emotional situation Hodgkin was feeling at that moment in time. 
 
For British artist Bridget Riley (born 1931) breaks and holidays are not about relaxation but they are profoundly important for her to go out looking. Riley expresses, “It is one of the great privileges of being a painter that you find unexpected relations wherever you go” (Kudielka, 2009, p.47). Implying that looking is a key value to unravelling and seeing new inspiration that has the possibility for creative adventures.

A particular holiday of Riley’s that I want to mention is her trip to Egypt in the early 1980s. It was here when looking at the local landscape and tomb paintings that Riley became aware of the established colour palette the ancient Egyptians utilised. These several colours included turquoise, blue, red, yellow, green, black, and white and were used for everything from the interior and exterior of buildings to clothes, furniture, and vehicles. These colours would be found in naturally occurring minerals and could be mixed to make a greater spectrum to work from. Riley had established that these colours had come to represent the culture of the ancient Egyptians. Inspired by the colours found in Egypt Riley continued working in her abstract manner whilst adorning her newly found colour palette. One of her first creations displaying her Egyptian palette is her oil painting titled Achaean made in 1981, recently after her travel.
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Figure 3: Achaean

The painting presents freely arranged vertical lines stretching from edge to edge of the canvas creating continuous paths. All similar in sizing and consisting of the colours yellow, blue, red, and turquoise but with no routine. The colours used in this painting are intensified and powerful compared to her earlier works. Exhilarated by her chosen palette and with the change of medium from acrylic to acrylic with oil paint, which allows for more vivid colours, Riley has managed to present an optical effect which corresponds to her travel to Egypt through the element of colour. In this case colour is used as a representation of the Egyptian culture. 
  
In this chapter artists Matisse, Hodgkin and Riley have been researched within the area of their travel. This has been done to explore and understand if travel has an impact on their work. It is easily recognisable to see that each artist has been inspired by colour within their travelling, all in different forms. Matisse used his colour to represent the energetic atmosphere of Morocco. Hodgkin pursued colour to express the experience of emotions he felt in India and Riley portrayed colour as a representation of culture to express Egypt. The prominent factor of colour has arisen throughout this chapter and will be further discussed in chapter three to value how colour is used in my studio setting. 


Chapter Two - The Life and Studio Practice of Bridget Riley
The intention of this study is to further investigate the studio practices of the acclaimed abstract artist Bridget Riley. To understand the meaning and experience of another's artistic work. A comprehensive overview of her life and the way in which she works is crucial knowledge to figure out how a painting is made.

A damp walks over the railway line and through a small park brought us to the converted church hall that had been Bridget Riley’s East London studio since the 1980’s. It is a rambling building, tucked at the end of a residential street, that opens on its upper floor into a vast, double-height space flooded with light.
(Millington, 2013)
I considered it imperative to add this descriptive text to the start of this chapter to enable us to paint a picture in our minds of Riley’s current studio space and a small area of surrounding in her east London studio. Elements of the expanse trigger similarities between my own studio space with tall standing ceilings and expanses of space to work in. The artist also houses a studio in her west London home where she lives. It is in this studio she also works with her assistants, leaving her studio in the east for time to work alone. This time in solitude can be crucial to an artist as it gives space to improve focus and enables you to lose yourself in your work. 

Born in London in 1931 Bridget Louise Riley spent most of her childhood from 1939-45 in Cornwall with her mother, younger sister, and aunt whilst her father was away at war. After a disruptive education caused by the war Riley’s father sent her and her younger sister to Cheltenham Ladies’ College where she spent most of her mornings or afternoons in the art wing after being allowed to work out her own timetable. Riley later studied at Goldsmiths’ College, London, where she mainly devoted her time and self to the life-drawing class, “I was there when the class began and when it ended. For three years I drew day and night” (Kudielka, 2009, p.26). It was here Riley was taught drawing by teacher Sam Rabin who she praises in her writing for his taught technique of life drawing that enabled her to grasp “many important things such as pictorial organisation, structure and the stripping away of the visual image to see what’s beneath” (Kudielka, 2009, p.26). During 1952-55 Riley studied at the Royal College of Art where she graduated with a BA degree. Riley’s next few years were spent in uncertainty and exploration for a direction with the impending question of, “what should I paint and how should I paint it,” (Kudielka, 2009, p.331) opposing her.
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Figure 4: Copy of Le Pont de Courbevoie

In 1959 Riley painted a copy of George Seurat’s Le Pont de Courbevoie (1886-87) from a reproduction in a book. “From his work I learned something about the interrelationship of colour and tone as well as the advantages and limits of a strictly methodical approach” (Kudielka, 2009, p.61) is what Riley states. It was a path to an understanding of Seurat’s distinct technique of using small dabs of juxtaposed authentic colour to create a study of tone in an abstract mode. Therefore, allowing the descriptive composition of the pictorial field to develop. This then led to Riley creating a series of paintings using Seurat’s technique with her own compositions. 

During the 1960’s Riley adapted an original style of working with simple geometric shapes and a monochrome palette. 
My freedom will be so much the greater and more meaningful, the more narrowly I limit my field of action and the more I surround myself with obstacles. Whatever diminishes constraint diminishes strength. The more constraints one imposes, the more one frees oneself of the chains that shackle the spirit. 
(Stravinsky, 1947)
This text seems significant when understanding Riley’s prospect of sacrifices within her art. It appears through the geometric forms and shapes and the diminishing of colour, something she had only recently seized understanding of through the studying of Seurat, Riley has managed to create considerable adventure in her practice that has encouraged more exciting outcomes to materialise. It was during this time she became recognised for the hallucinatory experience the viewer would perceive when viewing her work that led to the beginning of the OP art movement. Riley’s interest in this art came from her studying of Seurat. His technique of pointillism and using thousands of dots to make up an image scored Riley an understanding into perception of seeing, thus encouraging her to consider perception as the medium, with no subject matter or theme continuing through her work. “His work gave me a sense of the viewer's importance as an active participant. Perception became the medium,” (Carroll, 2020) Riley spoke about Seurat, connoting the emphasis of the sense of looking to complete the experience. Looking is a notable presence to Riley she refers to ever since living in Cornwall as a child with nothing much to do but see. 

Riley’s preparatory work and method seems crucial in understanding how she gets to her final executions. “I have to build up a bank of visual information first – about colours, forms, proportions, directions, etc. This is the essential basis to my work” (Tate). Preparation is a key consideration of decisions to make before arriving at the final execution of an artwork. It is necessary to eliminate any bad decisions and formulate a plan to get to the final stage without any unforeseen difficulties arising.

The exhaustive preparation of Riley’s process alters from one artwork to another depending on the individual needs of the work, although few phases are a regular occurrence to the evolution of her works. Painting paper and cutting out shapes before placing them into collages is a method Riley uses to mock-up her pre-determined experiment before finally allowing her assistants to paint onto the canvas. This indicates that Riley's research is her practice. Riley has pointed out that although her studies are precise, they are developed naturally through the executions of halving, equalising and quartering rather than a mathematical approach. 
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Figure 5: Riley in her studio at her home in Notting Hill, London. 

In the above photograph we can see Riley stood over her desk in her studio space. On Riley’s workspace we can see her painted canvas with tubes of paint and cut up paper aside them. It is understood that to get to the execution of this final painting Riley would have undergone rigorous experimentation, the likes of which you can see dotted around her studio walls. The construction of these repeated geometric forms would have been painted with the help of her assistants. First an acrylic layer would be painted before a coat of oil to help add to its vibrancy and brightness. The bold vision of repeated geometric forms creates a seamless gestalt pattern meaning it is aesthetically pleasing to look at. 

Riley has linked looking back to when she was a child living in Cornwall and suggests it was her mother who initially helped her explore her awareness of looking. 
My mother took us for walks on the cliffs. She was always pointing out colours: in the sea; the sparkle of dew; changes of colour when the dew was brushed away… She wasn’t a painter, she was a ‘looker’. The pleasure that one could get from looking was part of her personality. 
(Kudielka, 2009, p.24)
This links with Riley’s work as the mesmerising canvases makes us aware of our eyes suggesting that her mother's consciousness of looking took an influence upon her work through the final stages of the viewers eyes. 

In this chapter I have stated important aspects of Riley’s life, leading to her copy of Seurat’s work before eventually finding her own style of working with geometric shapes. I have then discussed Riley’s studio practice and come to the realisation of how her work is created. Finally, whilst looking at the completion of her work I have commented on the inspiration her mother has on it. I will further the study of the exploration of studio practice, in my own work, throughout the next chapter. 


Chapter Three: Aiming to Succeed Like Others 
In this chapter I intend to acknowledge conceptual artist Michael Craig-Martin (born 1941) and pop artist Patrick Caulfield (1936 – 2005) to help explain the desire of flatness in my work. I want to contemplate and consider my own studio space amid debate of practice-based research between the relationship of colour, tone and simplification when producing a reduced creative form in my work. I also want to discuss my style of art, which is currently caught between being figurative and abstract, potentially being stuck in a problematic block. 

In looking at my experience within the studio and understanding the relationship between practice and theory I will supply photographs of two recent paintings I have constructed which I plan to refer and reflect upon in this framework of writing.
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Figure 6: I Can See the Sea
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Figure 7: Sisters

Figure 6 represents a scene in Tenby and figure 7 shows two figures sitting in a space, both are paintings created by myself which I will refer to in my reflective thoughts to investigate my individual studio practice. 

The artists I appreciate utmost in my practice often produce paintings with a state of simplicity. Recent artists explored in my work includes Craig-Martin and Caulfield. They interest me particularly in the way they render their work with black bold outlines filled in with blocks of colour. The end results look familiar as to something that may have been digitally carried out notably for the flat planes, something easily created on a digital software with a fill tool such as the paint bucket on Photoshop. 

Ahead of proceeding to talk about my own works I will present pieces created by the artists to have an article of theirs to compare against my own paintings. 
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Figure 8: Eye of the Storm

Eye of the Storm by Craig-Martin portrays everyday objects such as a fan, bucket, pin, book, drawer and more painted on canvas with acrylic. To construct his painting Craig-Martin would have first drawn up and planned his experimentation on a digital device. For the construction of his painting, he would lay down a white gesso surface to prime the canvas. This would be to ensure the colours applied are extraordinarily rich and vibrant, usually in their authentic forms. Craig-Martin would then draw on the objects with tape, to act as a stencil, before then applying the paint with rollers.
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Figure 9: Sun Lounge

Sun Lounge by Caulfield displays an interior design illustrating a seating area with a predominantly blue hue with contrasting pink shadows running through. The complex detailed lines of the painting would have come from detailed pencil drawings before being squared up and drawn onto the canvas with pens. Caulfield’s works’ take on the formation of applying flat areas of colour before representing objects with a simplified black outline. 

The two-above painting, figures 8 and 9, both feature the form and content of objects used in everyday life. The similarities between the works consists of the contours of the shapes in which the forms of objects are all outlined in sharp black lines. The brushwork of the paintings is applied in a flat style creating the representation and illusion of the works being printed as the demeaner of the medium has been applied in a seamless approach. 

Art critic Clement Greenberg (1909 – 1994) took an interest to the modern art discipline and the importance of flatness in a painting through the concept of medium specificity. Greenberg’s analytic approach to medium specificity has led to the understanding that the medium of paint and canvas is flat, so putting emphasis on the nature of a particular medium leads to a work that presents literal flatness through the manipulation of features. 

Figures 8 and 9 depict flattened objects in their paintings as there is no depth created because of shading. The painting Sisters portrays similarities with these two paintings as the lack of shading also creates a smooth setting and finish to the artwork. The perspective and relationships between the objects and medium captivate the flat picture plane compressing the objects against their backgrounds. Outlined in a black fine liner, the edges of shapes and forms have been highlighted. 

Simplification of tone has been a recent attribution to my paintings. The suggestion of applying colours in a block as opposed to adding shading has become more evident. This is not implying that all consideration of tone has been lost, as noticeable in figure 6 with the French ultramarine downpipe, but there has been a significant reduction and, in some cases, a complete disappearance. This is visible in figure 7, where I have used a singular colour to represent the different blocks of subject matter. 

The reduction of the visual element of tone in my work has come from my appreciation of artists: Riley, Craig-Martin and Caulfield. Choosing one colour to represent an object usually insists on deciding and selecting the most vibrant segment of the object, whilst also keeping in mind the realistic qualities of the chosen subject matter. The using of paint straight out of the tube, much like Craig-Martin, is a way I enjoy applying paint to the canvas as the colour then tends to be at its most vivid. 


Conclusion 
To claim I have determined the practical niche in my practice would be dishonest. In my opinion I feel as though I have only slightly initiated the momentary investigation into the discoveries of colour simplification and flatness. 

I believe my niche into these elements will remain a long commitment 
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