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Introduction
Through this dissertation I will be exploring the life and work of Bonnard, as well as exploring the argument of the necessity of colour within painting. To do this I will be looking into colour and its importance. I then will be discussing two artists and their paintings that conflict the idea of colour within their own practice. By doing this, I hope to research the subject in depth and offer conclusions on the matter.
Chapter One: Bonnard: A Life
[image: Image result for Pierre Bonnard, The Breakfast Room,]Pierre Bonnard (1867-1947) is of one of the greatest masters of colour in the twentieth century of painting. Bonnard’s paintings are highly coloured and allow an emotional atmosphere using the material of vision where he expresses colour and light. His paintings show both shadows and the essential vulnerability of personality. He does this through freezing the passing of time from his own memories; he painted Parisian streets, landscapes and described the activity in the rooms that he lived in, and who he associated with there. He was born in 1867 in a suburb of Paris, Fontenay-aux-Roses. Bonnard was the second child of his father Eugene Bonnard, who was ‘Chef de Bureau at the Ministry of War, and his mother Elisabeth Bonnard. He belonged to the generation of Henri Matisse (1869-1954) and Toulouse Lautrec (1864-1901). Pierre Bonnard was sent off to boarding school at the age of ten to be moulded into the upper-middle class. He then attended two lycées(secondary school in France) to achieve his Baccalaureate. Bonnard won school prizes and developed a lifelong passion for philosophy and classical literature. His father Eugene directed Pierre into studying law, to follow his footsteps into civil service. In 1886, Bonnard enrolled in the Faculte de Droit but failed his exam, which makes clear where his interests lay. Bonnard was determined to study art full-time and prepared himself to disturb his father’s wishes doing so. Bonnard abandoned the idea of boarding school and the law and fulfilled himself with paintings and the countryside instead. Bonnard took art as a personal quest for personal freedom; he adopted this as an alternative career.  In the following quote Bonnard explains the passion he feels towards painting and drawings and the impact he has and attraction to escapism.    
                                                                                             Fig 1. The Breakfast Room,1930
‘‘I think that is what attracted me then was less art itself then the artistic life, with all that I thought it meant in terms of free expression of imagination and freedom to live as one pleased. Of course I had been attracted by painting and drawing for a long time, without this becoming an irresistible passion; at any cost, however, I wanted to escape from a monotonous existence’’.
 – (Rewald J, Bonnard Pierre, the Museum of Morden Art New York             Online article, Line 36-38)

                                                                                                                  

In another interview in L’Echo de Paris (1891) Bonnard expresses what he is concerned with: 
‘Painting must above all be decorative; Talent will reveal itself in the way lines are arranged. I do not belong to any school. I am only trying to do something personal
                ’.- (Beyond the Easel: Decorative Painting by Bonnard Vuillard, Denis and Roussel, 1890-1930,  Author: Groom Gloria, March 2001 Page number: 35, Line: 23)
Bonnard’s commitment and patience in painting shows though his brush stroke of colour. His personality is a light of emotions, colours emerge together to describe scenes that he had lived. In the painting ‘Breakfast Room ‘1930 by Bonnard, (fig.1)  private collection there is a terracotta jug resting on the shelf, it was more useful for Bonnard in memory rather than painting the object itself, Bonnard likes to capture the memory of the jug not the essence. When asked if he might consider adding a whole body of items but he replied 
‘I haven’t lived with that long enough to paint it’ 
– the Metropolitan Museum of Art- Online article,The Late Interiors 
In the quote above, explains that Bonnard would not be able to represent an object that he has not viewed enough times for the shape and lighting of the object to be burned into his brain, to reproduce onto another painting surface. Bonnard used hue in colour to remember structure of the object to describe the energy surrounding, more than describing a simple jug on a shelf. 
[image: The first Nabis painting, by Paul SÃ©rusier, Le Bois d'Amour Ã  Pont-Aven  or  Le Talisman, 1888, oil on wood, 27 x 21.5 cm, MusÃ©e d'Orsay, Paris]Bonnard’s painting career is considerably large; it covers sixty years of exploring and painting: a diverse devotion to art. Bonnard began his career as a graphic designer, where he would produce posters and illustrations for magazines such as ‘La Revue Blanche. Alongside this Bonnard associated himself with members of the Nabis group (1890), such as Maurice Denis and Edouard Vuillard. The Nabis group engaged in the transition of Impressionism to early movements of modernism such as Academic art, Abstract Expressionism and Symbolism. The Nabis group had a simplified style inspired by Paul Gauguin’s Synthetism,(Fig 2) which has been connected to the term Cloisonnism, (painting with flat forms and boldness separated by dark outlines) and later to Symbolism. This outlook led the Nabis to experiment painting styles on different painting surfaces, including velvet, furniture, walls, oil on canvas, textiles and cardboard to produce a creation of set designs for a symbolist theatre.   
                                                                      Fig.2    The first Nabis painting, by Paul Sérusier, (above)
                                                                                         Le Bois d'Amour à Pont-Aven or Le Talisman, 
                                                                                                          1888, oil on wood, 27 x 21.5 cm,
                                                                                                           Musée d'Orsay, Paris
As the group that moved around in Cubist, Fauve and Abstract phases, they placed importance on non realistic aspects of art, considering flat versus dimensional, concerning the composition of a layout and the negative spaces. 

In 1937, Pierre Bonnard saw himself as a traditional painter within Impressionism; it was a means to restore the means of colour and of its expression. He used the techniques of an Impressionist, surrounded by the idea of shattered colour which achieves a sensation of light in painting. Bonnard captures an object as an image to describe as one and would catch a moment of structure with a lot of colour, entwined as one image. Impressionism represented the copying of nature, but as a group they were tired of painting what they saw and moved towards the pioneering work of Vincent Van Gogh and Paul Gauguin’s Expressionism

In the following quote, Bonnard touches on colour and expression and the need of composition as was felt as an art group:

‘You see, when I and my friends adopted the Impressionist’s colour programme in order to build on it we wanted to go beyond naturalistic colour impressions. We wanted a more rigorous composition. There was also so much more to extract from colour as a means of expression. But developments ran ahead, society was ready to accept Cubism and Surrealism before we had reached what we had viewed as our aim… In a way we found ourselves hanging in mid air.’ 
– (Pierre Bonnard: the colour of Memory, Author: Stainer Hazel, line 67-85)

As a group they wanted to work on the Impressionist colour and focus on the future of colour impressions, and were extremely interested in the composition of colour to understand that there are more to colours than expression, but when Cubism and Surrealism became accepted this helped Bonnard and his friends develop their progress of process more thoroughly. At this point, the beauty of his paintings was that the colour was no longer hopelessly controlled and expressed the opposite in nature. Bonnard painted appropriately to his timeline period, looking at his works, as a viewer, his paintings are clear to read and relevant. It no longer mattered to Bonnard that cubism, abstraction and surrealism was not work for the titles but his work has help the evolution of taste of different flavour or creation. 

The early works of Bonnard, paintings created in 1890, were characterised by the want of flat colour in paintings, with asymmetrical composition which were inspired by Japanese prints and Paul Gauguin. The main thought behind the painting process according to the Nabis group, was that in its own right painting has a decorative independent existence, and allows enhancement of colours in addition to representing subject matter and moving towards pursuing ideas on conveying thoughts and feelings.  Paul Sérusier, a friend of Paul Gauguin, also founder of the Nabis group, would question colour and discuss it. In the following quote, author, Nicholas Watkins,quotes Serusier on painting.
 ‘What colour do you see, is it green? Then use green, the finest green on your palette. And that shadow? It’s blue, if anything? Don’t be afraid to paint it as blue as you possible can’.
-Bonnard- Author, Nicholas Wakins
The idea was to find a vocabulary of painting, suggesting colour, line and compositions, to evoke the language of paint, rather than a description of a subject.  Serosier’s solution was to summon a simplified style of flatness to colour, which then interacts with line and the clarity of form. In the painting to the left is a composition of apples and cloths. (fig.3)
[image: Image result for paul sÃ©rusier compositions]
                                                               Fig 3. Paul Sérusier (French, 1863–1927) 
                                         COMPOSITION AUX POMMES ET AU TORCHON BLEU, 
                                                   1910, oil on canvas, 37.9 x 55.1 cm. (14.9 x 21.7 in.)

The colour blue reaches forward into the foreground of the plane and describes the bends of the cotton and which is reflecting on itself to have a sense the cloth is the colour white. Colour helps the reflection to have a calm effect on the viewer, the best way to analyse reflected light on a painting is to detach an area near the form where an object in the foreground presents itself as a shadow. This area of lightness can create a glow in areas opposite to the dark source to value the importance of illusion of the form. What reflected light tells the viewer is that the object does not stop at the shadow, but continues to roll behind adding depth into a dimension. Compositionally, reflected light in painting can create inconsistent marks in an uninteresting area to bring forward to life. 

[image: Pierre Bonnard, Bois en automne (Forest in autumn), 1939 Oil on canvas mounted on panel 46 x 71 cm. (18 1/8 x 28 in.) Â©Helly Nahmad Gallery NY]Bonnard’s vocabulary of painting floats between intimacy and decoration. His painting key to a creative process was memory; it enabled him to come to terms with experience which then became dominated by a decorative image. At this time, Bonnard’s reputation was based on conveying attractive domestic images of Morden life. Bonnard’s paintings were defined and alongside his paintings. His palettes, to a great degree were clear and dull. He used colours such as browns, blacks, greys and greens. Bonnard’s colour technique was dull in colour and dull in tones. Looking into his painting ‘Forest in autumn, (fig.4) the painting describe just that, it may have a hint of pink and purples but still expresses dullness in tone. The browns and oranges jump forward but on the left slots back into the foreground, bring forward two individual trees.  On the right, it is clear the yellow is at the very front of the view, while the rest sit in different distant, waiting for the viewer to meditate on the image before them. As a painter, Bonnard often surrounded his subject in misty stage of painting where he used the action of surrounding light as an object and as a main subject but as an obsessive painter, the sombre colour period was brief, Bonnard would clear his palette and his tones and moved on to brighter colour as years went on. 
Fig 4. Pierre Bonnard, Bois en (right) automne (Forest in autumn), 1939
Oil on canvas mounted on panel, 46 x 71 cm. (18 1/8 x 28 in.)
Helly Nahmad Gallery NY
Moving forward, Bonnard’s palette became richer and he settled for a subject matter he was interested in: obsession in interiors, nudes and landscapes. Bonnard would explore these themes and developed a mastery of colour and light. Towards 1915, Bonnard attended school once again and involved himself in studying forms and composition, until he felt disciplined in art and that gave him freedom in his colours to develop an instinct in method and technique. His later work achieves intensity of subject matter and colour, his subject matter revolving around inertia and domestic rituals of daily life. His interiors began as small drawings in his diary then worked on his studio. Bonnard worked on a painting using sketches from his diary and his visual memory; he titled the painting ‘A Bowl of Milk (fig.5), Bonnard created the painting in the South of France. In the painted picture, there is a comfortable looking apartment, furnished. The interior affected by sunlight in a warm colour tones suggests pleasure and relaxation, but on the other hand suggest domesticity scene, where the figure of a young girl appears like a statue, her facial expression is inexpressive. The painting shows a careful order of composition, with repeated vertical marks and the atmosphere of stillness. 
[image: Image result for The Bowl of Milk]


 Bonnard’s paintings would develop over time; Bonnard would rather paint an object in memory, than painting an object itself. His use of colour overrides his expression of his experience, and contains a descriptive content, using hot and cold hues, so that within his paintings there are clear patches of positive and negative spaces. The importance of this is through finding boundaries and the image in paint, not paint in the image.
                                                   
                                                                                                       

                                                                                    The Bowl of Milk 1919, Bonnard. Fig.5
[image: Image result for nude in a bath bonnard]
His obsession with his domestic scenes included his long-lasting companion: Maria Boursin, known as Marthe Bonnard. (Fig) Marthe was a model but also a painter. Marthe was Bonnard’s main subject matter, he represented her reclining as she bathes, showing a personal and intimate view. The painting ‘Nude in the Bath,  (Fig.6- to the right) from 1936, documents Marthe’s idea of bathing for therapy for her lifelong health problems. The stillness of her body in the bath questions Marthe’s physical health and captures her idea of bathing for therapy. The nude is not necessarily the first thing to see in this painting; the reflections of light transcends into the floating figure of Marthe, causing a dreamy image for the viewer. This painting seems to be painted form above where the tiles on the walls and floor, mirrors the figure in colour in a mosaic fashion. Bonnard's painting style verges on pattern, colour and intensity of textures. In his early years of painting, he painted Marthe as sensual and sexual, suggestive. However in later years, he started painting Marthe less lusty and more mature. Instead of painting from life, he would make sketches, noting concepts such as contrast, tone and colour, which then transferred to his studio where he would later work on a painting. Bonnard’s dreamy paintings reflect an artist’s memory of affection, desire and perception. 










Chapter Two: What is Colour in painting?
Colour can be the most powerful tool by an artist. Colour can effect emotions, thoughts and can transport us to another mood. Today colour is used more freely and more boldly than beforehand. The control of colour in art allows a guidance of a response. Colour draws a viewer inwards and holds their attention for a long period of time, which is used in everyday life to help communicate and gather information. Colour is an inspiration to interpret, evaluate and manipulate both the real and imaginary.
[image: Related image]In visual arts, colour is highly dependent on colour for reasons such as depth and mood. The impact of colour is an influence in transformations of works when colour is applied to a surface. The practice of colour took a stride forward when the invention of oil paint happened in Europe in the early 15th century which improved visual colour, giving it richness and radiance. Colour in painting takes a role of describing and composing. Formulating a location of hue when describing an area of a painting, colour can be controlled instauration and temperature, firstly to neutral and neutralised; secondly to cool to warm. This can create shadows upon shadows when layered several times. When using colour, rhythm is just as relevant, when using rhythmic motion in colour, it creates emphasis, to observe and use descriptive notions as composing tools to plan colour choices ahead to apply colour in painting.  

In general art, colour is used for expressing concepts and emotions, which is a powerful aspect of design. Colour for artists has infinite possibilities, infinite shades and expressions, depending on how the pigment of colour is used, what it is surrounded by and how a viewer interprets it.
                                                                                         (fig.6 Breakfast, Edouard Vuillard, 1894)
 Psychologists study the impact of colours on emotions and health to find individual responses. Art historians examine the different ways colour can be used and created with reference to sites and context. And those interested in design use colour for balance, unity, contrast and spatial awareness. Looking at how Edouard Vuillard (fig.6) paintings are structured, he displays colour as if each colour has a place and plays a part in the image.  
                                                                                                

[image: Image result for Claude Monetâ��s (1914-26) Waterlilies sunset]Each colour is presented neatly alongside another losing the edge between two colours in any area of the painting. To lose edges, the colours must be close in hues and highly saturated in middle values. Focusing on the Vuillard’s ‘Breakfast painting, the elements of red and blues that is describing the walls of the interior are high value and are reviewed as a merger of two colours to create a layer of one. The medium value is just as important, highly contrasting hues for example emphasise the stretch of the projection of black against the woman’s lap which helps the contrast of the floor area. The floor area has colours that have similar hue but different values but still merge in their compared state.  This all creates a form of structure obtained through placement of colour, constructing an image through eye.  
(Water-lilies: Sunset. Claude Monet. 1914-18, as above fig.7)
In contrast to Edouard Vuillard’s ‘Breakfast, Claude Monet’s (1914-26) Waterlilies (Fig.7 sunset version) is a warm vision of paint, it presents colours to represent reflective and transparent subjects. As a viewer, we may appear to looking downwards and across at the surface, seeing reflections of overhanging trees, reflections of a gold and the purple of the sunset; also viewing the greens and blues of grasses beneath.  The same greens and blues are forward from the rest of the colours which makes an attempt at describing distance using layers of undertone.  In a quote by Paul Claudel a poet, talking about the visual elements, he explains:
 ‘In non-objective as well as representational art, we interpret contrasts in hue and value as having spatial meaning some areas appear to pop forward, while others seem to recede into the background’ –the language of art, visual elements, Claudel Paul
What Claudel means by this is that depending on what is focused on the most in an occupied space due to colour and lightness or darkness, sections of a painting can jump forward and create a space with meaning, colour can be used as a method to allow an undertone to appear through several layers of a paint to influence many areas of the painting causing areas to lift and to perform as a layer and to be noticed more, so adding to colour tones and the importance of colour composition of the overall tone and image. 

Both paintings suggest that when colour is used for composition, it can create a painting with dimensional effects to the foreground and background.  The placement of colour depending on its colour composition sits alongside one another, expressing the painting to be understandable and viewed clearly, regardless of its representation. 
 In the painting ‘Dining Room in the country by Bonnard,(fig.8) he used strong geometric framework touching on patterns, it seems he had done this in a rough careless manner. Bonnard would build strong diagonal shadows upon a painting, using instinct, to produce high contrast between the light source and the dark foreground. This relates to what Monet and Vuillard achieved in their paintings, that the positioning of colour and what and how hue [image: Related image]can create dialogue within itself to sit and explain to the viewer what the painting is of or what it could represented as. As a third painting, I want to discuss Bonnard’s painting ‘Dining Room in the country, it is of a country house names Roulotte in a small town of Seine, Vernonnet. The painting shoes a dining room, with Marthe de Meligny, Bonnard wife, leaninf on the painted windowsill. 
                                                                            ( Fig.8 Dining Room in the Country, 1913 
                                                                              Pierre Bonnard, Oil on canvas)



He also painted in cats perching on the chairs. Bonnard united the interior and the exterior through the window and door, and linked the two forms together downing the painting with hues. This explains the importance of colour and how it is laid onto a painting surface to describe inside and outside. Bonnard use of colour is important to the painting because it signals and vibrates a story of season and mood of his domestic life. Colour opens doors to a personal life, that you might not usual already know or see. Bonnard painted his domestic scenes from memory alike the symbolist; he wanted his work to reflect in colour and in his chosen subject to lead a response from a viewer. 







Chapter 3: Is there importance of the lack of colour in a painting?
[image: Image result for Malevichâ��s Black Square]Some argue that colour has no importance and becomes a distraction when it comes to a finished painting. It has been said that monochrome is a journey through light and shadows, putting aside the colour spectrum to focus only on the power of black, white and grey to express what is in between. Having lack of colour in a painting can reduce effects and consequences to create new textures and meanings to view differently and furthermore understand the final importance of values when creating a form.  This stage of painting is known as Grisaille, meaning ”grey” from the French gris. Earth tones are usually used in paintings alongside black and white to suggest light to be the main focus. This is used to find purification and simplification of a subject.
 
                     Fig.9  Kazimir Malevich Black Square 1913 State Tretyakov Gallery, Moscow
When monochrome paintings are displayed alongside a colour painting, it relates in a way of story-telling valuing different aspects of a story, to show as if in a timeline. According to painters such as Jan van Eyck, Albrecht Dürer, Rembrandt van Rijn, the use of Monochrome in painting has been about methodology and its technique; that it is also used as a stepping stone in the process of figuring composition independently on a final surface in terms of the falling of light and its values. The process of methodology is reassessing the effectiveness art allows to change and move, focusing on monochrome subjects in religious paintings they are [image: Image result for Malevichâ��s white on white 1918]displayed as sacred subjects: some say it allows prayer and meditation to clear out the clutter of luxuriousness in everyday life to focus the mind. 
                                                                        (Fig.10 Kazimir Malevich, White on white 1918)

 Monochrome paintings display paint as the material, and the lack of anything else, views have no other choice but to focus on one single pigment by itself. Colours usual communicate on a personal level as they evoke different emotions and thoughts of memories. White, singled out, like the art piece of Malevich’s white on white 1918, (fig.9) 
[image: Related image]
White can display purity and innocence where as Black on the other hand has the rabidly to evoke the sensation of existence. Malevich’s Black Square,(fig.10) is an abstracted all black square suggest a view of a void, while having the ability to simultaneously question the viewers own existence. Another example of pureness in monochrome is an artist Yves Klien, (fig.11) who worked closely to create a binding colour pigment that could absorb another colour pigment without changing it. The result of this was a bright ultramarine Blue- the colour is described as ‘pure essence of freedom’ Klien was inspired by                      
                                                                     (Fig 11.  Yves Klein, Untitled blue monochrome)

 -Eastern religions that often associated blue with connection of the community, infinity, the four elements of nature and finally the Eastern way of feeling one with the universe. While Malevich continues to consider colour to be an ‘essence of painting’ on the other hand Klein views monochrome as freedom, an open window of immeasurable existence of colour. This is done in forms of simplification the hues in artists works discussing on religious terms, the works symbolise fundamental change and suggest works of monochrome are glorified by contrast and scatterings of time in a painting process.
 In an article discussing an exhibition ‘Monochrome: Painting in Black and White’, that took place in London, funded by the National Gallery, it was revealed how some artists used monochrome in their practice to prepare for colour compositions with palettes that are simplified, to allow the artist and viewer to focus on aspects such as shade, light and the balance of forms. The exhibition considers why and how artists have chosen to paint without colour over time. According to this article in Apollo magazine, talking on the topic of understanding monochrome painting the exhibition says, 
‘…curators argue, to trace the history of monochrome painting is also to trace the evolution of the role of painting in Western culture as a whole’.
                                                      – Katy Barrett, Apollo magazine, online article, 2017
This suggests it is important to understand the use of monochrome today before the adding of emotional values to colour and to study monochrome painting alongside the evolution of colour use to gather information on its importance in painting today.
 Refection is monochrome’s main element in painting; it is an intellectual exercise to only focus on form and texture, which reveals shadows and concerns of composition. Monochrome has a subtle way of representing and seeing differently by stripping away colour to only focus on the narrative, technique and form to make an alluring abstracted argument. In a 1814 painting of the Odalisque in Grisailles by Jean-Auguste-Dominique Ingres (fig.12), Ingres portrays a mistress in a gestural pose, as seen with distorted proportions with the head and limbs and its cool colour scheme. This reveals Ingres’ influences such as the characteristics of Mannerists and the artist Parmigianino. In a later addition of the painting, now hanging in Louvre, Paris, this painting is rethought with Jean-Auguste-Dominique Ingres’s placement of composition, taking away colour in the background and foreground, reducing each object to its essential. Shapes and values are essential in monochrome according to the use of the technique where colour and detail are not necessary.
[image: Image result for Odalisque in Grisailles by Jean-Auguste-Dominique Ingres]Bonnard evokes lack of harmony through his use of colour, complementary colours lie opposite each other on the colour spectrum. For example red complements blue, where as yellow complements violet. This is the way light is processed by the human eye and brain through complementary colours. Talking back on Bonnard’s painting ‘Nude in the Bath, the large patch of violet hovering over a yellow against the steaks of grey-blue bumping alongside burnt sienna with Bonnard’s wife skin singing in pinks. These colour show animation from the surface, making our viewing point dance to the clashes of Bonnard’s complementary colours. 
                                                      (Fig.12 Jean- Auguste- Dominique, Odalisque in Grisaille)

This technique is used by artists of today called equiluminance, the purpose of this technique is to blur outlines in a painting and to suggest motion. This is an optical phenomenon; Painting in monochrome doesn’t show powerful feeling like Bonnard’s colours do in his painting instead it causes a vibratory effect in pigments of white, black and grey. Looking at the equiluminant hues in the second version of Bonnard’s ‘Nude in the Bath painting, Marthe Bonnard’s skin looks flatter, where the yellow violet had clashed and reduced to uniformity of a grey tone. This is thawing sense of colour and light into a disagreement. Another way the painting of ‘Nude in the bath, Bonnard provokes senses as the feature of representational; Bonnard makes full use of his exceptional skill. His figurative notion contains logical mistakes. To depict an aspect of this painting of his wife, is that it can be viewed in a way  we think we understand, and then another aspect of the very same painting can have the same colour, tone or composition, but aspects of the painting can jump out as the same but simultaneously mean something else. The two realities this                  painting portrays are separate and unified in the mind despite the contradictory that indicates Bonnard’s existence. The tension of monochrome contributions towards Bonnard’s paintings so that they can be experienced through material and layers of representational. Bonnard tends to highlight the applying of paint in textural globs, in the ‘Nude in the Bath are yellow globs on the flooring as a spark of sunlight and a petal of paint. Bonnard’s deliberate gaucheness heightens the lack of harmony between the forms that are seen. The lack of harmony in colour could be a way of aesthetic power in paint, that we often associate it with pleasantness and beauty. Bonnard’s painting succeeds in persuading a state of mind of confusion, our senses tormented and cognitively having mutually inconsistent feelings. With Pierre Bonnard colour being his main subject amongst most of his subjects, his painting has the view held transfixed by site.

Within my own practice, I have studied Bonnard’s view on colour in painting, as I have painted those who surround and appear in daily life.  Just like Bonnard my painting deal with personal and intimate scenes, with a recurrence of portraits. The idea of storytelling of documentation of a current life captivates me as a subject. As a painter I went from something that can only be described as radical with personal deep atmospheric achievement to then domestic interior that feels equally personal in an emotional colour coded painted way. I want to understand my experience through layers of colour composition; I do this by using colour and applying instinct into my painting surface, or in a imaginary way, strip away colours and learn to define areas of hue and saturation to describe a certain depth, instead of using emotional notions. Although my work celebrates colour and it is colourful, there is a noticeable changed dynamic defining the forms of what I am trying to portray, where monochrome and colour and merged to a different quality of one whole colour. My future direction in painting is that  I want to challenge my focus on a black and white image to determined skill in hues and contrast of building an image, I do this naturally in colour, but once the colour spectrum has slipped away, there is nothing left but facts. With that being said, my work tends to be very factual to my life, whether that’s colour, form or composition. Not only do I try and paint what I see and feel, I try and paint the thing behind my structure of forms, by bringing keys elements such as reflection forward into the focus point to describe energies in the subject. I paint different work but pretty much the same subject bringing out the essence and hidden feeling even if it’s not always noticeable. 
In conclusion, Pierre Bonnard for my practice has had a huge influence on my newest work by showing a perception of colour in a way of painting the truth which is invisible but can be recognised today. In my paintings I create my own painting code for others to decode by the act of seeing.   Colour and Monochrome both have elements to learn from, but a debate on if colour distracts from the subject is unnecessary because the hue and saturation has the same value when discussing both points. As an artist who is influence by Bonnard, I paint the colour of the reality that I see but I also capture thought, emotion and memory which is colourless. I paint in both techniques of Bonnard’s Impressionisms, using his concept of colour and the ideas behind the reasoning of monochrome painting; I will continue to questions and consider this element of art.  
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