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ABSTRACT

The performance drawing is limited by criteria, such the presence of the performer, a
witness, a device for recording the performance, or the visibility of the drawing. These
criteria do not allow the concept to be expanded thus create a handicap. The limitation is
already apparent in the term used, "performance drawing", which in itself suggests that the
performance comes first and results in a drawing. The following doctoral dissertation
Drawing invisible through the body as crossing points -The Role and Possibilities of
Drawing-Performance through the study of Modern and Contemporary African Arts
investigates the meeting-points between performance and drawing in African art and the
work of three African artists, and their artistic approach with the aim of identifying first, the
possibilities or potentialities leading to the term ‘drawing-performance’ instead of
“performance drawing” and secondly, the creative possibilities that emerge from the
encounter (union) between drawing and performance.

The term “Performance Drawing” was first used as a subtitle for Catherine

De Zegler's “Drawing Papers 20: Performance Drawing” accompanying an exhibition of five
artists interested in the intersection of performance and drawing. According to Foa,
Grisewood, Hosea and McCall, this term attempts to widen the field of drawing to “include
cross-disciplinary influence, including dance, audio, moving-image and technology”
(Performance Drawing: New Practices Since 1945, p3), while more can be added to expand
the concept when using a wider concept of a line (the basic element of a drawing) as
suggested by Tim Ingold.

Although it may be convenient for this thesis to adopt this term, based on my research
and analyses of certain elements (tattoos or scarifications, murals... in the Democratic
Republic of the Congo, Senegal, Nigeria, and South Africa) or the works of William

Kentridge, Robin Rhode and Victor Ekpuk, the category of “Performance Drawing” is

inadequate. Rather, | will be using the term “drawing-performance” to encapsulate the
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necessary relationship between drawing and performance in the work of these artists and in
African art legacies.

In the practice of scarifications or tattoos in Africa, the body is no longer just a space to
assert one's identity but a point of connection to the rest of the community, even when the
members of this community are dispersed. The body also becomes a receptacle of
information, a transmitter of information, an entry point or link between the visible and the
invisible, simply a generator of lines. The drawing is no longer only on or in the body, but it
goes beyond the body.

In the work of William Kentridge, Victor Ekpuk and Robin Rhode, we can witness and
experience different forms and instances of drawing that produce, activate, or conjure a
performance. Until now, these artists work has been defined as either drawing or
performance despite the links between drawing and performance in their work being so
intertwined that we could say they are inseparable. William Kentridge uses performance as a
process of making drawings; Viktor Ekpuk uses Nsibidi script to trigger a performance; Robin
Rhode’ drawings and gestures are activated by performance, and Issa Samb’s studio
practice suggests a lifetime of drawing that emerged through performance. In all cases these
artists work may be best described as “drawing-performance”.

These artists practices are rooted in the particular historical, and social contexts of the
country in Africa even if some of them have left the continent. Through a case-by-case study
of the works of William Kentridge, Robin Rhode, and Viktor Ekpuk, | will unpick the legacies
of drawing and performance that each artist carries and propose that in each case their work
can be defined as examples of drawing-performance. The same process will be done for
African art legacies in four countries (Democratic Republic of the Congo, South Africa,
Senegal, and Nigeria). And in addition, these drawing-performances are distinctive due to
the particularities in social life, anthropological, archaeological, and material cultures of the
particular African countries they are born out of.

With each case study, | will also be both imaginatively and actually entering into the

conversation with the artists through personal narrative and documentation. The aim is to
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reveal a thread between my subjectivity and thought processes as an artist working with
drawing-performance and their practices as sites of inspiration and creative dialogue.

This thesis is organized in four chapters. Chapter 1 is introductory and provides the
conceptual framework for this dissertation by answering questions such as “what is a
drawing?”, “what is a performance?”, “how do drawing and performance meet?”, “what is a
drawing-performance?”. This chapter also gives the purpose of this research and the
methodology used, including detailed discussion of the way | aim to interweave my own
practices as an artist with the body of the text.

Chapter 2 examines the role and meaning of contemporary drawing and the position of
performance in contemporary art. This examination will be possible thanks to an exchange
of ideas and discussion on the role of drawing and the emergence of drawing-performance
with artist Hiraku Suzuki and on another possible “real” of performance with the curator-
producer Soma Chiaki.

Chapter 3 defines drawing across the centuries in addition to drawing-performance
and how the term drawing-performance makes more sense of the work of William Kentridge,
Robin Rhode, and Viktor Ekpuk through the history of their country (location, colonization,
and so forth), and the context and location of their practice. This chapter also examines the
relationship of my work with their works, by using an imaginative conversation with the artist,
email and conversation with the artists, photographs, documentation, and drawings of how |
understand their practice as “drawing-performance”, how his practice fits in the history of the
country.

Chapter 4 focuses on how a drawing-performance leads to new possibilities such as
“‘invisible drawing” as is the case in my work Intimate Moment/Monologue which reveals the
invisible link between Congo and Japan established when the atomic bomb exploded in
Hiroshima. This chapter also highlights the creative possibilities inspired by the layering of
cave drawings and Lubamba, a method of learning the Mandombe script.

Conclusions are drawn in chapter 5. The drawing-performance is first and foremost the

story of an encounter between drawing and performance, each charged with a history, a
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cultural, religious, or political meaning. This event does not necessarily need an outside eye
or a recorder to witness or experience it as it unfolds. It is an event that occurs in or through
the body of the artist. The body which also has an emotional, historical, cultural, and political
charge. This event is experienced by the artist in a permanent way and becomes one with
him. He lives with this encounter within him, he lives this encounter. In this moment, the
body becomes augmented. This encounter can also be experienced in an ephemeral way. In
this moment, the body becomes a bridge, a transition point, a medium or a filter offering the
world the final product of this mixture of the artist's body, drawing and performance. This
mixture is translated into visible or invisible drawings. This encounter can also be
experienced by an audience who, via the artist, can also be called upon to generate new

phenomena including invisible lines during the performance.
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