STEM-BRANCH AND STEM-ROOT

FORMATION FOR SCULPTURE

THESIS SUBMITTED TO THE UNIVERSITY OF
SCIENCE AND TECHNOLOGY IN PARTIAL FULFILMENT
OF THE REQUIREMENTS FOR THE MASTERS DEGREE

IN FINE ART (MFA) SCULPTURE.

BY

OKO-MARTEY FREDERICK MARTEY
B.A. (HONS) ART
UNVERSITY OF SCIENCE AND TECHNOLOGY
KUMASI-GHANA

JULY, 1996



CERTIFICATION

It 1s certified that this thesis is the candidate’s ov

account of his research. -~

C
’

J.K. ASARE TETTHY

SUPERVISOR




ACKNOWLEDGEMENT

I am 1indebted to the following for their assistance

completing this project : Mr. Kweku Andrews, Mr. J.K. Asare Tett
‘Mr. R.T. Ackam and Dr. Amenuke all of the College of art for th
insightful criticism, and patience in the final preparation of t

work.

I wish to state my sincere thanks to all the artists with w
I interacted, especially Mr. Kofi Setodji and Twerefo Sefah,
their cooperation and for granting me easy access to photogr

their works.

Kumasi F.M.O.- M.

July, 1996

11



TABLE OF CONTENT

PAGE
ACKNOWLEDGEMENT | i

TABLE OF CONTENT | i

LIST OF PLATES ' ' \
CHAPTER ONE
INTRODUCTION

Statement of the problem

Objectives of the thesis
Justification of objectives
Hypothesis
Research Methodology
Organisation of text
CHAPTER TWO
REVIEW OF RELATED LITERATURE
wood Carving from tree branches and roots
20th Century Art of Africa
Contemporary Art with wood 1
Interview 1
Reference 1

CHAPTER THREE 21

PRELIMINARY EXPERIMENTS s

Experiment 1: Suitability of Wood

M)

")

Experiment 1A: Fungus infested Stem-Branch

Experiment 1B: Insect infested Stem-Branch

L)

Experiment 1C: Partially Burnt Stem-Branch 4

111



Experiment 2A: Carving a Stem—-Root

Experiment'ZB: Stem-Branch Carving

CHAPTER FOUR

MAIN PROJECT

PROJECT ONE

PROJECT TWO
CHAPTER FIVE

ANALYSIS, CONCLUSION AND RECOMMENDATION

BIBLIOGRAPHY



g  * LIST OF PLATES

Twerefo Sefah UNTITLED
GRANDFATHERS LEGACY

Twerefo Sefa
Twerefo Sefa GRANDFATHERS LEGACY

CHATRMAN

Kofi Setodji

Kofi Setodji CHATRMAN

Sketches of Fungus infested wood

Designs for Fungus infested wood

7,8 Finished Sculpture MOTHER AND CHILD
2 Photograph of Insect infested wood
10 Drawing of Insect infested wood
11,12 Design for Insect infested wood
13,14 Finished Sculpture LABOUR

15 Photograph of Burnt wood

16 Sketch of Burnt wood

17,18 Design for Burnt wood

19,20 Finished Sculpture MOTHER AFRICA
20A Details MOTHER AFRICA

21 Photograph of a Stem-root

22,23 Drawing of Stem-root
24,25 Designs for Stem-root
26,27 Finished Sculpture MOTHER

27A Detail MOTHER
28 Drawings of a Stem-branch

29,30,31,32 Designs for Stem-branch

v

PAL

37,

39,

40,

48,

o7,
09,

61,

69~



33,34

Finished Sculpture PALM WINE ROMANCE

35 Photograph'of project I Stem-branch

36 Drawings of Project I Stem-branch

37,38,39 Designs for project I

40,41

Finished Sculpture THE TWO FACES OF PEACE

42 Photograph of project II Stem-root

43 Drawing of project II Stem-root

44,45

46,47 ,48

Designs for project II

Finished Sculpture THE STRUGGLE

D
()
l

oo
(N



' CHAPTER ONE

INTRODUCTION

In Ghana, the art of carved sculpture in stem-branch and stem-
root is not popular. The technique is practised only by some
sculptors who trained in Art Schools. Even then the majority of
these trained sculptors who produce stem-branch and stem-root
sculpture do so once a while, when they come across the stem-branch

or stem-root which suggests clearly a recognizable 1image. They

carve the stem-branch directly following the suggested or

representational image in the medium, which in most cases, amongst

these practicing sculptors could be once or twice in a decade. What

18 1nteresting about this technique is that jutting out branches

and roots from a main stem most often serve as heads or arms of

human or animals, leaving the bulk of the wood, the main stem, for
the artist to create something with. This can_be a very difficult
task, a tedious and slow problem-solving process, to the extent of
Ilimiting the arti*st to working with a particular piece of wood with
which he can express himself. Therefore he is left with the choice
of expressing himself within defined limits - the freedom of

expression, within boundaries.

Carvinglstem-branch and stem-root is not practised widely by
scq1ptors. Reasons cou]drbe -

s Such wood pieces are not easily available 1like real logs

2. Some sculptors find such wood difficult to use - a big

problem to identify forms or image in wood.



But in recent

years, when development projects, farming and bush fires are fast

transforming the environment, and wood lots are fast depleting

there has been simultaneously a growing demand for the creation of
large monumental wood sculpture to decorate hotels and other state
buildings. These have generated a fresh approach to the carving of
large wooden works. The answer to this may lie in the stem-branch
and stem-root approach because of the added advantage of extended

branches that could create 1imbs for movement. Unfortunately this

technique is less popular with sculptors in Ghana.

STATEMENT OF PROBLEM

There abounds in Ghana, tree stem with branches and stem with

roots for sculpture work. However, only limited amounts have been

used, as sculptors go in for the solid branchless block of stem.



OBJECTIVES OF THE RESEARCH

The main objeciiyes of this research are:

a. To identify selected stem-branch and stem-root from trees

which could be used in sculpture making.

b. To demonstrate practically approaches to achieve action,
rhythm and freedom, carving with the less used parts of
trees.

B, To exploit the limitations of the wood as imposed by
nature, which sets the sculptor not only thinking and
planning but also provide freedom of expression.

d. To carve less but to achieve a 1ot in terms of rhythm,

movement and function.

JUSTIFICATION OF OBJECTIVES

Wooid sculpture has been directed towards the use of branchless
stem of trees or wood blocks, which are extensively used for other
equally important purposes - timber and firewood thus becoming more
expénsive. There is the need to diversify into other parts of tree
left-overs which 1if not used as firewood are left to rot.
Interestingly, these tree left-overs give freedom for maximum
expressn on and train the eyes to see movement in the stem-root form
before the actual carving, therefore mak1 Ng maximum use and giving

full express1on to the material, the forms, movement, thoughts and

skill.



HYPOTHESIS

It is assumed that stem-branch and st em-root have not been

fully wutilized and that they can be used extensively as 3

sculptural media through experimentation in carving.

DELIMITATION

The project limits itself to the use of tree stem-branch and

stem-root as a medium for carving in sculpture.

METHODOLOGY

$ 3 The researcher will undertake a review of literature to Know

what has already been done in wood Ssculpture based on tree

stem-branch and stem-root technique.

2, Personal interviews will be conducted with the three

practising Ghanaian sculptors on issues relating to the

material used in the research.

Experiments then would be conducted with three samples of

stem—-branch and stem-root with different

for the project.

4. With the materials identified,

wWill be conducted to explore methods of creating designs

focussing on -
a. the forms recognized in the tree stem-branch

b. a suggested image 1in material; and

C. movements created by forms in material.

4



THESIS OUTLINE

y» each dealing

with a specific activity. Chapter one deals with the introduction,
statement of the problem, the objectives, assumptions,

justification of the objectives, delimitation of thesis, research

methodology, and the thesis outline.

Chapter two reviews the related literature.

Chapter four tackles the main project, Uusing the experiences
and discoveries made in the preliminary studies to Create g
sculpture each from stem-root, and stem-branch Using designs based

on forms in the materials.

~Chapter. fiv@ ‘discusses the results, conclusions ang

recommendations. The chapter ends with a bibliography.

5



CHAPTER TWO

LITERATURE REVIEW

Material and Method

frequently.

Ofotsu Ceasar-Wood Carving from Tree Branches and Roots.!
(B.A.(Art) degree Report, College of Art U.S.T. Kumasi. 1980)

The above literature states that:

"Carving from tree branches and roots 1S simple and unaffected

by the formal theories of aesthetics.

not all materia] readily suggests 1mages. In most cases desigh

based on an inner feeling evoked by forms 1in the specimen was

developed.

Where the suggested forms are available they would be

made use of. Carving from tree branches is affected by aesthetics:

the initial choice of tree branch is an aesthetic decision.

6



Although the above information on seasoning is relevant, it is

more i1deal for the timber industry where loggers can contro] and

, 0ddly shaped and

heavy so that the idea Oof kiln drying may not be easy. Other forms
of seasoning may be possible after some initial carving has been
done on site to reduce weight. Some wood pieces located may be very

7



role not only in

especially

environment.

Another area the report talks about is the tools and how they

are used. It states that adze, gouge, Chisel and parting tools are

the basic tools one would need when carving stem-branch. The large

tools during blocking.

Under Creativity the report states:

"Nature is his vital source of inspiration and Creation. By

deliberate and conscious efforts the carver strives to



researched into creativity 1in roots

images after severa]

days of hard work. It is learnt from the above that carving from

stem-root or stem-branch is possible through the recognition of

forms and also by designing to fit the forms. One need to work

nard to achieve his end.

Kojo Fosu: 20th century Art of Africa

h

LALLigig_Al]1agg§L_Accra,iébana,'f9931.

According to the writer-

- Vincent Kofi found direct inspiration 1N organic shapes. As



roots, branches, natural cracks, burnt parts and insect activity .to

play essential role %n,the project.

Direct inspiration is gained from the experiences the writer

provided which would be used to express the feeling evoked in the

project material; the difference being that Vincent Kof:
occasionally carved stem-branch and not the root-stem. The other

dimension is that the material being used show extensive branching

system of stem and root as compared with Vincent Kofi'’s.

Kojo Fosu further talked about self-expression as exemplified

by Dr. Kobina Bucknor in the book. He states that:

"In the expression of the sculptural idiom there is no
inhibition whatever to the artist’s self - expression. Also
conventional rules of perspective, proportion and realism give

way to stylistic representation, where as certain features of

expression are exaggerated to emphasize the central theme of

the subject"4.
Talking about another artist Fakeye, Kojo Fosu states:

"Art is a feeling, not mathematical. If the adze is used to
chop away wood to reveal the image, it is not because of the‘
chemistry'of the grain of wood. Rather it is because the form
of the i.mage sometimes calls for an adze and sometimes it
.calls for a chisel. The material is not to be allowed to act

as a stumbling block"5,

- 10



The above literature on Bucknor and Fakeye is related to the

thesis in the sense that it shows the importance of the artist’s

freedom of expression in creativity. It confirms the supremacy 6f

Dona Meilach: Contemporary Art with Wood

e “ — ==

George Allen and Unwin Ltd, London, 1968.

On inherent forms and sSuggested 1image the artist Albert Vrana
states:
"Most of my wood carving 1S inspired by inherent true forms
and what I imagine in the branching habit of 1imbs or roots.
This piece waited on the carving stand in my studio for almost
a year before I decided the best way to use the interesting
branching of the tree. I work all over the wood and not

- develop any area ahead of another. I think of carving like

peeling "S.

The literature is related to the aims and objectives of the
report as 1inspiration is being derived from inherent forms 1in
material. The material was however Not allowed to obstruct the free

expression of emotion evoked by the material. In addition time

19



ed by them. He

_ It requires
Jjust light surface carving to bring out the Suggested

form Sefah
Sstressed. (p1ates 1,2)

Although suych odd shaped wWood with branches

like Sefah has
been US1ng was used,

Permanency which can affect the artist’s reputation

He explained, 1in his assemblages,

he combines WOOd and metga]
12



svenues of spproach 1o this sculptor.










Plate 2a Twerefo Sefah Grandfathers Legacy (De)-'q;})



CHAIRMAN
1994
CONSTRUCTION
Height: 108<m
Photo: WIZ

Plate 3 Kofi vetodji, Chairman




Plate 4 Kofi Setodji , Chajrman
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CHAPTER THREE

———— YA

PRELIMINARY EXPERTI MENTS
—=="TINARY EXPERIME

Since tree stem-branch and

environmental hazards,

defects namely: infestation With fungus or insect invasion: fire

burns and so on. It

Soft tissue which is very difficult to carve. The sCulptor must

preserve and make use of the several branches or roots of the stem-

branch or stem—root as part of the final work.

In order to determine the durability and suitability of the

40 4



Experiment 1: To determine the suitabiiit of wood medium for. the
; —-————————————————__ﬁ______lL___f__f___E

project.

and analyzed.

Experiment 1A: Fungus infested Stem-Branch

Aim:

To find out how successtul fungus infested wood can be used

for carving.

Description of Specimen:

A tree stem With three branches. There is fungus activity at

the base extending upwards in between the branches.

Method of Design:

effects evoked a feeling of love. The

artist cleared the rotten and weak fungus

specimen with the adze. After

infested parts of

that, themes, ideas and forms

expressing different shades of the initial emotion started

registering in his mind.

21



| T — - - -
el A - - il L s - |

The fronta] and side views of the Prepared specimen were

sketched showing the important defects and patches of colouration

of the wood.(Plate 5) Action lines were drawn through the sketches

the feeling he first had.

solving the initial problems of movement and form on paper Serve
as a motivating factor, which urges him on to the wood. Mindful of

damaging, unpredictable defects, the interesting grains of each
wood and its Co]our patches, the researcher always would cherish

22
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‘ Ann Elliot & David Mitchinson: Henry More New Delhs

(Balding + Mansel] International Ltd., England, 1989,
Pg.37)



the freedom of abandoning - the sketch at anytime to please his

emotions and creativity, especially where it is hindering his

feeling of expression and l1ook into the changing wood for solution

to problems not envisaged before. Thus the wood, like any object,

can pass from a dead, silent existence to an active, living state.

carving:

The artist scaled up the sketch (plate 6) onto the specimen,

and using wood carving tools namely the adze and gouges carved the

sculpture as in plate 8.

Analysis of Results:-:

Plate - 8 is an Acacia wood sCulpture titled Mother and Child,

depicting a mother breast-feeding a baby. The work executed by the

researcher in 1994 is about 1.1 meters tall and 0.9 meter at 1ts

widest part.

In the composition a semi-nude figure (the Mother) is perched

on her exaggerated, large flat foot, partially hidden, uncomfor-

tably bent left leg. The right leg though longer and bent at the

Knee is prominently portrayed in a twisted big foot, as a result of

a twist in the long branch which 1S rotten at the base. Both

figures are

An attempt at

scooping the fungus infestation between the woman’s belly and right
leg on one hand and the baby on the other, created very interesting

openings or hollows.

23



Even though there was no inhibition what-so-ever to self-

expression the 1long training in European Programmed art schools

made it difficult for him to forget the conventiona] rules of

perspective, proportion and realism.

the theme of the subject was made POssible by following the

dictates of the hatura1 defects 1in the Specimen. Where there was

No material for the left leg the exXxaggerated flat foot of the left
leg was partly shown behind the mother, connected by a thin layer
of wood, giving the impression that the woman is sitting on the
exaggerated leg. Regarding the long branch used for the right leg,

there were two alternatives, either to cut

very long leg out of it. A SCOOp of the rotten materia] around the

base of the long branch, left very little material there resulting

1N a twisted foot. The desire for exaggeration to achieve fyuili
expression of universal truth s satisfying to the artist and
carving stem-branch with such defects enables him to experiment

freely with such defects.

In Ghana even though signs of poverty can be 1located

everywhere it is seen more in the lives of peasant farmers

seen 1n the fields barely clothed most often with the women

the 'sculpture the semi-clothed, rough textured skin is achieved

with the deep rough cuts of the gouges, coupled with the decaying

24




dark tone of the wood to express Prominently and empha51 Z€ concepts

of poverty. The distorted €Xaggeration seen

But




The artist observed that the mature of the stem-Branch.
of the whole specimen and more importantly

£ 3e

the negat ive spaces Ter:

88 8 result of clearing amay o0f the fUngus activity di1¢ not impede .

Father 1t strengthened, his desire to SIDPress his ideas through

gistortions giving way t0 & natural QEDressive style not recorded

in his initial design.

To avoid frustration when carving a fungus
camaged and weak parts must be cleared first defore a design

suitable for the wood is developed.

infested wood.




Plote 5 Sketches of 'F'un‘s'us
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Experiment 1B: Insect 'infesfcgd Stem - Branch

Sl _= Bbranch
Aim:

To find out whether the damaged parts of insect infested wood

could be a source of inspiration in wood carving.

Description of Specimen-

A tree stem with short branches seriously damaged at the top
by insects (plate 9). There 1S also a deep hole through the pith of

the stem and branches.

'Method of Design:

water were very inspiring. These centred around labour. Sketches

and designs (plates 10, 11 and 12) following same procedure as 1in

experiment 1A. This increased the urge to tackle the wood.

, The most important 18sUe 1in creating wood

The wood should pose
NO hindrance to self expression throUgh bold distortions,

of natural

Plate 14 is g Sculpture piece from an unknown wood, titled

labour. It measures 1.3 meters tall and 0.5 meter at its widest

31




of decay,

destruction and death.

The various parts of the

composition are Closely
together.

The work does not look realistic because of the elongated

left hand and neck; the simplified round head and unnatural shape

32




the inspirational

expressed 1in the same structural language, the symbolic

1magery which these contemporary artists Create are not always

recognizable by the general public 1in their respective

societijesg"?

arm, and stomach stretching into the left leg.

33
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. Kojo, Fosu: 20th Century Art of Africa

(Artists Alliance,
Accra, 1993, pg. 142-144)
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Plate 9 Photograph of insect infested wood
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Plate 12 Designs for insect inf

ested
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Experiment 1c: Partiail - Burnt Stem-Branch

Aim:

1N the middle section of

" the wood specimen. The figure of g woman with a vei] covering the

~head is suggested 1N the wood. (Plate 15)

by, who knew very little about art approached him with the

suggestion that he sees a veiled woman carrying something.

i Immediately an emotional feeling to set free this visualized form

|

took control of him.

41




Analysis of results:

' a gourd. The WOrk was executed by him in 1994 from Acacia wood. It

» and 0.45 meter- at 1ts widest part.

The sculpture piece, a tal] slim woman in a loose full dress

. with a cloth partially covering the right hand, is also wearing a

| 1ooselyl tied veil over the head hanging around the neck. She

J base are also darker in tone because of the charcoal effect, whilst

layer, which reveals the dark grain.

The TJlower part was left intact as it gave an interesting

drapery effect that reflects the artist’s feeling and vision of
|

graceful beauty.

The veil, and clothes are held very close to the body and look
very real. There is variety in the treatment of folds and drapery
of the cloth and veil. This is shown in the laborious attempt by
the creator to mould the vei] to follow the suggestive natura]l flow

of the cloth and dress. The rhythmic play of spherical head partly

42




covered by the veil, repeated 1in the gourd also partly covered by

! both hands and cloth: part of the veil is hanging loosely beside

the head as the cloth hangs loosely around the gourd. The

different sizes of shapes, the spherica] head, the gourd and the

black burns, the hatural colour of wood and clothing create a

perfect harmony in the entire design.

The tall figure with a gentle movement, a slight turn, coupled

, long neck and contrasting treatment
of dress and vei] captures the creators feeling of 1love and

gracefulness in the African woman.

The burnt defects 1N the specimen enabled the artist to

into the work.

The artist also observed that waiting to see an inhherent

suggested 1image in the stem-branch could take several vyears.
Somet imes where this is achieved within a shorter time the quality

of work wil] depend on the artist 'S experience and inspiration .

i The artist learnt that such irregular effects created from

scraping the burnings increased the expressive quality of

Sculpture.
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Plate 15 Photograph of Burnt wood



Plate 16 &-*Fd'(ﬂ of Burnt Wood
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Plate 18 Designs for Burnt Wood C.ar‘v-.nj I 1




Plate 19 Mother L‘?rica



Plate 20 Mother Africa



_Experiment 2A:- Qm_tm_n_um

Aim:

TO determine the behaviour of a stem-root as a carving medium.

Description of Specimen:

A short tree stem with severa)l roots attached (Plate 21).

There is fungus activity at the base of the main stem.

Method of Designing:

The stem with many roots attached evoked a feeling of violence
Or struggle because of the many roots jutting out. The researcher,
in this particular specimen had an inner desire to carve a
suffering mother and yet to show love. Sketches of two adjacent
sides of specimen were made (plates 22 & 23). Lines were drawn
through thé sketches to guide the artist to develop severa] designs
around the theme (plates 22 & 23). Unimportant parts like mothers
buttocks; babies torso and legs were deleted. The mother’s limbs

and trunk were distorted to show stress and pain. The design at

this stage was enough motivation for the artist to tackle the wood

(Plates 24 and 25).

- Analysis of Result:

Mother Africa the title of the work is a wood sculpture 1in
Acacia, carved-in 1994 by the researcher. It is 1.3 meters tal]
and 1;6 meters at its widest part (Plates 26 and 27).

The work portrays a semi-nude woman carrying two babies.

31




Whilst one baby is

designed Cloth,

» 18 resting
On the mother’s thigh Suppo

rted by her right hand. The mother is

in an unstable POose, kneeling On the right

leg with the left one
powerfully launched into the air.

The upper Part of the mother's

body, torso, neck, head, ang left arm

- carving them to Play a role in the overalj design.

Their divergent
i Projections

1NCreased the feeling of

struggle and suffering
, €XPressed by the

Work.




head, thrown backwards, is the expression of suffering. The

symbolic imagery created dre not always recognizable by the general

public in this SOCiety.,

Whilst the baby at the back of mother 1s active as expressed

by the throwing about of its distorted limbs the other baby 1is

depicted only by the head with 4ts other parts suggestively

concealed in the mother’s cloth. The suggestive, disjointed feet,

The mother’s action of

throwing herself about N a helpless situation is also a symbolic

image.

1h his recent WOrks, he does

not obey* all these art principles; he does not conform to

conventions. He has a feeling just to express himself and

therefore uses any means or form to achieve that only. A look at

the piece in question shows his distortions, exaggerations, and re-

arrangement of different segments of the figures in wood. The

- experiences.

Shapes 1ike legs, feet, heads and drapery are repeated to

emphasize rhythm 1h the arrangement of parts. The graceful curves

of héads, torso and drapery contrast sharply with mother’s angular

S, e




- variety in the treatment of dl’“apery, sizes of heads and 1imbs. The

i main figure - the two babies and mother - are hot éeparated but

& flow into each other through

In plate 27, a line

~ from the mother’s head through her torso into her knee throws the

figure out of balance. However this balance is checked by the

| positioning of the baby at the back and the extension of the

j'mother’s right foot beside the baby’s head. Attention is drawn to

the balance of angular and rounded shapes, positive and negative

spaces by the scattered nature of forms.

The scattered forms captured in the roots (legs), tattered
cloth, the twisted torso, facial expression and the mother’s

response to the contrasting demands of the babies express the

suffering of the Ghanaian woman. The artist seeks to draw the

publics attention to the plight of the under-privileged women who

form the bulk of the population.

Carving stem-root with its many unco-ordinated root system can

be interesting if attention is paid to:

a - the dynamic feeling evoked by the specimen
b - Just a few of the roots and the main stem, leaving the

smaller roots intact or carved to enhance the expressive

qualities of the main forms.

54
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Conclusion-:

Though cérving.stem—

of its many roots,

Rl R e TL- L
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Plate 24 Designs for Stem=root &wu;ry
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Plate 26 Mother



Plate 27 Mother
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Plate 27a Detail Mother




. | Experiment 2B-: Stem-brandh.Carvin
» b o ek s L1 NG

Aim

To find out if an €Xpression,

NOt suggested by wood, canjbe
carved from a stem-branch.

shaped tree stem-branch with fungus activity at the base

- Of the branches. The specimen 1S a yellowish black Acacia

heartwood.

The
necessary distortions and exaggerations to capture the artist’s

feeling were introduced. (Plates 29, 30, 31 and 32).

Analysis of Results

It stands 1.7 meters tall and 0.5

The carving depicts two tall and sl1im

nude figures of s man and a woman.



in the mans right hand.. There

both figures, with 'the woman’s knee Sandwitched into the man’s

nicely. The woman’s two hands, assisted by her left thigh caFry

the pot.

The man carrying his Calabash in the right hand, clenches

his neck with his

The deep

| 9ouge 1tool marks on their bodies and the clothes give easy
I identification Qf the class of the peop1e. The above added to the
decoration and texture on their clothes g1ves the feeling that the
Poor rural f'armers N the midst of their hardships enjoy a 1ife
full of Tove and satisfaction. The distortions and exaggeration of
their'body'parts—-1imbs, buttocks, LOrse; heads and faces - are in
most cases very true of the under-privileged poor farmers. Here-
the artist has carefully researched into his subjéct matter and
Creatively treated his exaggerations to look real. Though his
exaggerations can not be found in one individual they are true in
life. A typical example is the deformed beggar in our community.

The presence of varieties of spheres and rounded parts like
pot, calabash, heads, buttocks and breasts unite the sculpture.
Cylindrical and angular forms - necks, torso and limbs - which
contrast with‘spherica1 heads and pots, help maintain interest and

keep an admirer’s attention for a longer time. The similar poses

in the figures especially the bend at the knee; the roundness of
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Plate 33 Palm Wine Romance
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using drawmings done
from experiences Oof the previous pre! Iminary work with the hooe of

registering in full the POtentialities of such

sculpture.

Having Successfully gone through the Preliminary experiments,

the researcher in this chapter appliied the results in & step-Dy~

Step approach to the main project.

PROJECT 1

Description of material (wood)

A thick short stem with two bDranches, with two Dig holes

located at the meeting point of the branches which shows serious

termite activity in them. One half of wood is severely burnt whilst

the other side is invaded Dy fungus that left white patches al)

over.

horizonta) position, was

attention to destruction that had occurred. A feeling poles apart

from “"true peace” was invoked. That was "false peace”
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g term1‘te and fungus

~activity were C1eared O revea] the undamaged under layer.

This was designed to make

maximum use of the Specimen (plate 37,38 & 39)

Description of Work:-

The sculpture is in the round, titled "the two faces of peace”

carved in Cedar wood. It stands 1.2 meters tall and 1.6 meters at

its widest part and was Completed in June 1996. Side one shows a

The man behind the other POt 1s reluctantly gazing into the pot
into which he is dipping his hand. Their heads have been

simplified into bulky shapes. The pots carved around the two

original holes in the wood still maintain some aspect of the
termite activity. At the right side of the sculpture is depicted
a huge bearded man carved with the head and torso only visible. The
two hands are partly raised and stretched out. Part of his hair on
the head is depicted by the termite activity which extends into
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when viewed from the front.

Though the SCUlpture is bulky, the researcher never did any

Serious blocking UsSing neither the chain saw nor the adze. This was

s 1713l s holes, depressions and

dimensional sketch to the three dimensional carving - reorgnizing
forms during the Process and making use of such forms and ideas.
The gradual carving in planes Using the deep gouges revealed
interesting grains, tones, natural beauty, texture, tactile
quality, warmth, and aroma of the wood, which refined the artist’s
initial design. Oddly shaped forms and hidden defects which came
to light out of carving were all integrated into the design until

the artist Successfully transferred the form in his mind’s eye into



. The figures of man

and wife on one Sside of the COomposition are attached to the bearded

man on the other side. The forms though recognizable are

exaggerated to achieve ful) expression.

only,

dream of feeding a baby

The husband with the contorted limbs, face and DOdy shows

his displeasure and unwillingness to be part of the breast feeding

activity. The mask like faces of figures, the decay and termite

activity around pots, and charcoal burns are geared towards a

mystic feeling. The precocious baby, still breast feeding, tells
its own story. The story of the curse that befalls such parents
who, in the search for children, consult oracles. Most of such

children, infested with bad spirits, grow up to be liabilities to

the society.

relation to a life devoted to reality. The opened palm is a sign
of transparency, understanding, surrender, and friendly welcome.
The beard shows age and wisdom. A1l these are necessary for the
attainment of peace.

Rhythmic repetit{on in the spherical heads, breasts and pots
in various sizes and shapes are united and yet bring variation into
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rizonta) ang vertical, deliderate

and accidenta) enabled the artist te

-iouloturo.

8Chieve a tense feeling in

Typical of rural folks,
thoir'problo-m.

- "We are what we

Leading a true peaceful life would Keep us out of
problems and even when we

invest in life".
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Plate 40 The Two Faces of Peace






PROJECT 1ITI

disorderliness, struggle and Violence (plate 42). Drawing of

action lines to connect the major roots in the sketches gave very

jutting from the very short stem, the design

centered on the limbs and heads of human figures omitting the

bodies (plate 46).

Description of Work:-

In the composition, two men are seen struggling. Their two
heads and 1imbs actively engaged in the struggle are very
conspicuously shown. Their torsos are lightly projected because
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'n the strugegle. The
large headed man from his face Seems harm)

€58 DUt s strangling
with the hands,

the other who

'S SCreaming with his long neck

firmly SQueezed under the Other man'

The scream: ng man

of the man strangling him.

but on the
use of any universa) language that best expresses ones 1deas.

this end, the rheads and

To

limbs are exaggerated to increase the
feeling of struggle as already mentioned.



1t Presented an opportu'nity through the

Object as a means in
1tse]f,

inner feeling. The

It is through pure forms that he

beauty - the thrill that,

- because he has identified pure

Having freed the

s, he has felt 4ts

idea of struggle which is

central to the theme. The torsos were only suggested as flowing

p1anes, lines and irregular shapes to 1ink

convey the struggle.

important forms that



surfaces-

Balance is brought to bear
» Through the different

varying 1ntensity Oof the Struggle - from violent <
through heads and

images expressing

limbs (plate 47) to calm str

Uggle manifested
mainly as heads and torsos.

universe.

| beautiful,

1s the only means by which we can dget closer to the 1deals

of life - that 1S becoming one With reality,

During the carving Process, the researcher saw 1images of a

bird and an aeroplane

1deas. Even though the

- Suggested image might have resulted 1N a great piece, carving it

would not have been satisfying to him. Self realization through
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Plate 46 The Struggle



Plate 47 The Sruggle
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CHAPTER FIVE

SUMMARY CONCLUSIONS AND RECOMMENDAT IONS
\\

Pre1im1nary Eggeriment_

The results of the preliminary eéxperiments conducted 1N the

Project are as follows:

Experiment 1A:

added new forms
and exposed the undamaged wood material for carving.

EXxperiment 1B:

The nature of wood material and its insect activity were

considered in the central

theme for SCUulpture. Therefore

Tnsect activity were 1left On selected areas purposely to

capture the artist?s feeling.

Conclusion-

feature 1in the central theme.
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Experiment {34

The burnt defect in specimen enabled the artist to express

N

forms that combines abstract and realism to portray powerful
emotion. Scraping the burnt parts created irregular,

distorted and suggested forms which were integrated into the

SCUulpture as a whole.

, S1nce it is easier |

Experiment 2A- Carving Stem—-Root -

Carving stem-root with 1ts many un-coordinated roots system

can be interesting if the designing is based on the following:

a. The dynamic feeling evoked by the specimen
b. Just a few roots and the main stem are worked on, leaving

the smaller roots intact or carved to enhance the

expressive qualities of the main forms.
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Couclu-lOH:

Though carving stem-root formation can be difficult. because
0f its many roots, very 9ood sculpture can be realized i1f the

Artist is adble to capture the true forms or feelings evoked by

the original specimen.

Rbco-n-ndntion:

This method of carving is recommended for expressionists whc

Seek to express themselves in wood.

Experiment 2B: Stem-Branch Carving

It is easier to express ones emotional feeling derived fron
the stem-branch rather than forcing to see a suggested
representational image in it. To this sculptor, this amount
to imposition of ones ideas on the material. Through the

material the artist experienced that personal freedom of

expression which is necessary for true creative work.

Conclusion:

True art and for that matter creative sculpture is produced

when an artist gives expression to the feeling the specimen

evokes in him.

Recommendat ion:

The method is recommended for expressionist artists because
the forms - defects, branches, colour, knots, grain and odc

shape lead to interesting experiments.
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Summary of Results, Conclusions and Recommendat ion

for the Main Project

The results of the main project proved very successful. The
two sculptures from the stem-branch and stem-root were very
expressive, capturing the researcher’s inner feeling. The major
“ontributing factor to the success of this project was the

application of the experiences and discoveries made in the

Preliminary experiments.

The stem-branch and stem-root used in the main project had the
following defects - burns, fungus and termite attack, which were
exploited to enhance the expressive qualities of sculptures as in
experiments 1A, 1B, 1C.

Designs.developed were based on emotions evoked by forms in
stem-branch and stem-root. These designs just served as guide
motivatiﬁg the researcher to identify forms in the wood.

The researcher realized the forms and emotions through careful
distortion and exaggeration. Though most of these effects were
realized through actual carving some were realized by leaving the
natural wood, and defects in material through careful planning.

The resulting sculptures were Very unique. Facial features
and other forms reflected his perception about 1ife. The medium
thus facilitates quick and easy self-expression.

The result of the main sculptures shows that forms in stem-

branch and stem-root are suitable for sculpture making. Good

sculptures can be realized if carved to express the artist feelings

about the wood.

103




Some advantages of stem-branch and stem-root.

The result of the main project has identified some remarkable

ddvantages of the material over the log.

The advantages are as follows:

1. The stem-branch and stem-root are common, cheap with

interesting forms. Logs are scarce, expensive and lacks

interesting shapes.

2. The many branches allow for 1imbs and creation of movement
Without difficulty.

3. Knots and branches make wood harder and more resistant to the
environment.

4. The many branches make it possible to place scu]pturé 1N
differenf positions for studies and appreciation.

5.

The branch-like nature and defects give the material more

dynamic forms which intend invoke the artist feelings better

than the straight log.

18 therefore
possible to use stem-branch and stem-root extensively as carving

medium for sculpture.

Main Conclusion

At the beginning of the project, it was stated that many

Ghanaian sculptors rely on timber logs for carving. But this
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Material is scarce and exbensive. There is therefore a need to
find an alternative material. The project proves that it 1S

POSsible to use stem-branch and stem-root as an alternative

Material for sculpture carving.

It was stated in the introduction also that the slow and

laborious nature of following directly the suggested image 1in

The researcher’s expression of feelings, evoked by forms in

material is simple and can be employed in the execution of

SCulpture of any shape or size.

The researcher’s stem-branch, stem-root carving method lends
itself to self-expression. It means that conventional rules of
Perspective, 'probortion and realism give way To stylistic
representation where certain features of expression are exaggerated

to emphasize the central theme of the‘subject. The method should

The researcher mentioned in the methodology that the stem-
branch and stem-root carving method 18 suitable for carving odd-
shaped (irregular) materials such as stone, broken bricks and
cément products. ‘These materials can be explored for their

suitability as carving materials using the above method.

Main Recommendation:

, IT is recommended to anyone wishing to use this method for
carving sculpture to ensure that defects in material are
considered in the central theme. Experiments 1A, 1B, i o
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demonstrates how to-arrivo at this technique.
Stem-branch and stem-root are cheap and locally available, and
the proposed method for carving such sculpture is simple. The
method 1is therefore recommended to students of higher

institutions. It is recommended to other sculptors as well.

Since the researcher is not making a total claim on al’
aspects of carving stem-branch and stem-root, 1t 1S
recommended that further explorations be done by other

researchers and sculptors into stem-branch and stem-root as =a

carving material.
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