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Abstract  
Traditional categories of art always suggest that each creative area of Fine and Applied Arts is 

autonomous and self sufficient. The production of a ceramic ware has come to depend on creative 
resources available only within the confines of ceramics. It does not matter whether one deals with 
creative media or techniques. Similarly, in creative production in textile art, the emphasis is on textile 

media such as yarns, chemical dyes and allied production methods. However, there is the urgent 
need to interrogate these traditional categories in textiles and ceramics.  This is more so when 
postmodernist theories are challenging theories of art modernity, by emphasizing the use of media 

drawn from across different areas of Fine and Applied Arts. Postmodernist theories question the fixity 
of media categories and uphold media relatedness, their eclectic use while emphasizing the creative 
artist’s ability to dare; to experiment with diverse media from any area of Fine and Applied Arts. 

Paper proposes to examine the dynamics of Textiles and Ceramics because if offers the creative 
artist new prospects for experimenting with diverse media, techniques and forms in the context of 
installation art, with emphasis on eclectic art media and techniques. This is likely to open up new 

ways of creative production for a textile artist. The textile artist needs to overcome the fixated nature 
of modernity for more flexible and more experimental art post modernity. The paper relied on primary 
and secondary sources for data gathering. Design concepts from this were transformed into a master 

composition in preparation of a ceramic art installation. Production methodology relied on an 
assemblage technique that suited art post modernism’s stress on fragmentation. The paper 
concluded that an artist could transgress other areas of art so as to create a broad base for a 

ceramic art installation.  
 
 

 
Introduction 
Traditional categories of art always suggest  

that each creative area of Fine and Applied 
Arts is autonomous and sufficient. The 
production of ceramic wares has come to 

depend on creative resources available only  
within the confines of ceramics. It does not  
matter whether one deals with creative media 

or techniques. Similarly, in creative production 
in textile art, the emphasis is on textile media 
such as fibers, chemical dyes and allied 

production methods. However, there is the 
urgent need to interrogate these categories in 
textile and ceramics. It is to interrogate these 

categories for more analyse using unto 
current and why is traduced in product. 

 
This is more so when postmodernist theories  
are challenging theories of art modernity, by 

emphasizing the use of media drawn from 
across different areas of Fine and Applied 
Arts. Postmodernist theories question the 

fixity of media categories and uphold media 
relatedness and their eclectic use while 
emphasizing the creative artist’s ability to 

dare; to experiment with diverse media from 
any area of Fine and Applied Arts. Paper 
proposes to examine the dynamics of Textiles  
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and Ceramics because this offers the creative 
artist new prospects for experimenting with 

diverse media, techniques and forms in the 
context of installation art, with emphasis on 
eclectic art media and techniques. This is 

likely to open up new ways to creative 
production for a textile artist. The textile artist 
needs to overcome the fixated nature of art  

modernity for a more flexible and more 
experimental art post modernity exemplified 
by installation art. The paper relied on primary  

and secondary sources for data gathering.  
Design concepts from this were transformed 
into master compositions in the production of 

Textile art Installations. Production 
methodology was based on assemblage 
techniques that suited art post modernisms 

stress on fragmentation. 
 
Three procedures are adopted in this paper.  

The first part discusses new ideas and 
concepts associated with art post modernism. 
They spell  out new thinking and interrogation 

as conceptual frameworks for engaging art  
production practices.  The second part of the 
paper focuses on Textile Art Installation as a 

deconstruction of traditional production 
methods and leads to new conceptual 
translations of form in its experimental and 

radical tendencies. The third part deals with 
the production methodology and the 
emergence of the final Textile Installation 

works. In this context, a Textile installation 
work demonstrates the possible transgression 
of both media and techniques across the 

creative areas of Fine and Applied Arts.  
 
New Ideas and Concepts in Art Post Modernism 

20
th

 century modernism had tended to stress 
the autonomous nature of the medium for the 
practicing artist who was expected to use a 

single medium or more from his field of 
practice in creative production.  The rules of 
art making must be related to the nature of 

selected production techniques and thus of 
the art form produced. Form was of priority  
because every form produced by the artist 

had no eternal references because the visual 
form was of primary concern.  This was why 
art focused on reality by means of creative 

abstractions because art was for art’s sake, 
that is, art qua art. It is said that 20

th
 century  

art modernism was very much disposed to 

abstraction, simultaneity and the unconscious.  
Piet Mondrian had to reduce sensory  
experience into abstract shapes or what he 

called his dynamic equilibrium. Abstract or 
non-mimetic art became the intellectual 

principle of art making. In other words,  
20

th
century Western art and 

aesthetics have tended to 

emphasize the primacy of form over 
content. The work of art is defined 
as something original, unique and 

autonomous as form. It is 
autonomous in the sense that once 
a work of art is created by an artist, 

it separates itself from the him/her 
from it makes and begins to live its 
own life and addresses us in its own 

terms. This is why it is often said 
that the work of art has a being and 
reality of its own and thus self-

sufficient to be discussed as a 
unique object. Thus, every work of 
art has its own life history which is 

synonymous with the history of 
form. Thus significant form is the 
attribute of every work of art and it 

will be a waste of time talking about  
its content since the work has 
seized to tell but only communicates 

through the idiom of form (Aniakor 
2005). 

 

Art Post Modernism 
There is a new shift in western thought. This  
derives from the fact that every truth has a 

shadow because of change in the rules of 
interpretation. It used to be thought that there 
was a fixed meaning in a sentence. This was 

derived from linguistic philosophy of the 
British School of Analytical philosophy. It  
stressed a scientific interpretation of 

sentences as practiced by Bertrand Russell.   
This formalistic approach has been replaced 
by a new method.  This method required the 

interpreter to seek out meanings from different  
perspectives. By this, it is contended that  
every text has multiple meanings. Thus, there 

is no truth center. There is a shift from a 
single center to multiple centers. This new 
mode of interpretation and the openness of 

meanings are very true of a new condition 
known as post modernism. It reflects the 
impact of the media age in promoting cultural 

contacts between peoples and across national 
and cultural boundaries.                          
 

In the process, human experiences have 
become more eclectic and synthetic. This is 
also true of developments in the visual Arts.  
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There is more flexibility and openness in the 
use of media and applicable techniques in 

creative practices and production. Thus 
sculptors have learnt to borrow media from 
across all fields of Fine and Applied Arts.  For 

example, the Nigerian-British sculptor,  
Shonibare, uses African fabric prints to drape 
his installation sculptures.   In the same way,  

textile artists have also shifted their media 
base and applicable techniques. Painters not  
only paint on canvasses but also exploit other 

surfaces for their experimental paintings. This  
is to say that it has become creatively valid for 
an artist to transgress all art categories in 

order to source both media and techniques in 
all art practices. Thus art postmodernism 
stresses production openness, media and 

technical openness as well as flexibility in the 
conceptual interpretation of artistic themes. 
There is a tendency towards eclecticism and 

hybridization in all art production practices. 
Present paper has adopted the conceptual 
framework of art postmodernism in the 

production of textile art installations.  
 
Data Sources, Visual Concepts/Design s 

and Media Considerations 
Two sources of data were used in this study;  
they consist of primary and secondary data.  

Primary data was obtained from field inquiry   
that is, in such  studies of art installations in 
many art galleries, oral interviews with many 

installation artists as regards their technical 
manipulation of media,  including types of art  
installations for closer studies. Secondary  

data was derived from books, journals,  
magazines and newspapers, diaries, jotters,  
notebooks and internet sources. Data so 

derived was processed with a view to using as 
sources for visual data and as a basis for 
formulating visual concepts pertinent to the 

planned textile installation. Production 
methodology came to depend on visual 
sketches, colour washes and the selection of 

appropriate fabrics for creative production. Its  
production sequence was the printing of 
several fabrics in different media and 

techniques, from the printed, tied and dyed, to 
the stitched and painted and air brushed. The 
first sequence was the collection of ceramic  

wares of different sizes from which a final 
selection was made. Ceramic wares so 
selected formed the basis for a textile 

installation. The second sequence consisted 
of the assembling or the installing of ceramic  
wares. 

 
These were draped with a variety of fabrics in 

order to create delight ful and engaging 
aesthetic surfaces. It meant also that the 
installation itself was considered with an eye 

to creating aesthetic spaces that were in 
accord with the installation itself as a 
wholesome unit. The technique of installation 

took notice of the transgressive content of the 
art installation in terms of media and their 
technical fluidity. For example, the three 

dimensional quality of ceramic wares was 
taken advantage of. A number of ceramic pots  
were assembled or, more appropriately,  

installed so as to create a micro-space 
environment. These pots were wrapped with 
printed fabrics in different designs and colours  

for pleasing aesthetic effects. Even while the 
pots were concealed with their surface fabrics, 
their volume still retained their three 

dimensional quality almost as if the fabrics  
were wrapped around the human body. The 
emergent ceramic installation thus, 

exemplifies the dynamics of textile arts and 
ceramics in the context of a textile art 
installation. 

 
The above textile installation inspired further 
explorations into ceramic art installation. An 

artistic model was chosen. This consisted of a 
stylized tree form with branches on which to 
hang the artistic components of the envisaged 

installation. These various art components  
were produced with a range of media to 
enable the artist to explore diverse 

techniques. This various production methods 
consisted at one level of screeding. It involved 
the mixture of cement, sealers, top bond and 

water. Screeding was useful because it  
provided a level surface on which the textile 
designs were painted. This was applied on 

terracotta pots as one would on any structural 
surface.  
 

The other method relied on stucco. It involved 
the mixture of Portland cement, sifted sand,  
lime and water. Fibre and synthetic acrylics 

were introduced into this mixture for strength 
and for textural effects depending of course 
on the fabric so designs to be replicated. In 

addition, the artist painted indigenous Igbo 
wrappers (Kirik iri stars, omaba junction,  
ocheeze, gbolodi, mkpuruoka, mandela,  

jumping horses, omu arochukwu, ukara ekpe, 
plain George and beaded George with 
sequins). Some of these were duplicated in 
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variations of multiple backgrounds. By 
exploring a wide range of media in their 

variations and combinations, the artist hoped 
to simulate very pleasing aesthetic surfaces,  
both flat and in relief. The spread of both 

media use and their invented and manipulated 
aesthetic possibilities provided ready tools for 
a textile art installation. A stylized tree 

became its structural core upon which to 
install the events of art. 
 

The finished work would be described and 
classified as an art installation that invokes 
aesthetic, or rather, a kin-aesthetic  

environment. Decorated pots hanging from 
the branches of the installation t ree define 
volumetric rhythms and of spaces. Surface 

decorations in their variety of designs and 
textures create shifting scenes of aesthetic  
and human experience. These provide 

glimpses into art postmodernist expressive 
concerns with flexibility, visual punning, the 
braiding of experience, not as tightly 

organized units, but as pictorial elements that  
exist in synthetic relations. Here, there is no 
pictorial or narrative centre as regards the 

homogeneous nature of any work of art. The 
work is like a pictorial collage whose 
meanings are open-ended in the same way 

that a narrative text has multiple meanings 
and many perspectives from which to interpret  
it. An art installation such as a textile 

installation is that a product of multiple 
narratives pointing in different directions about  
the human environment and experience. Its  

beauty lies in its experimental nature and in 
the daring use of materials, which are often 
invented, and locally sourced. 

 
In sourcing production media, there is a 
tendency for the textile artist to transcend 

media and geographical boundaries in order 
to think globally but build locally. It also 
demonstrates the fluid nature of art production 

as regards media and techniques in 
installation art; rules of art making may be 
broken or literally destroyed only to be 

reconstituted. In this manner of art making,  
out of ruins, new forms may arise as if by  
dying, we live. This is the creative idiom of art  

postmodernism. It gives the artist ample and 
unlimited choices in media use as well as in 
the exploration of production techniques. It  

gives freedom to the creative artist to create, 
to doubt, to interrogate, to erase and 
substitute. It allows the artist also to 

deconstruct the rules of art making that were 
received from art modernism, to tinker with it, 

make fun of it, and if possible, take away its 
breath, so that a new creative baby is given 
the breath of li fe. It is very much like a conflict  

between tradition and modernity, and of 
modernity and postmodernism. Old things 
pass away such as old theories that are soon 

replaced by new theories. There is a creative 
shift which one may describe as a paradigm 
shift in art. There is no truth centre in art, only 

shifting creative gazes. And such creative 
gazes are futuristic as they break new artistic 
ground. 

 
Conclusion 
The thesis of this paper is that postmodern art  

practices have taken their flight from art  
modernism with its insistence on rules of art  
making otherwise known as canons. It seeks 

to impose a universal law of creative 
production. Here, each art category, painting,  
sculpture, textiles, graphics and ceramics, 

was expected to apply only techniques 
exclusive to it. This no longer applies in the 
21

st 
century digital age which is dominated by 

a new information order, otherwise  known as 
information highway. In such an age, a person 
receives information from different sources,  

local, national and t rans -national or global. He 
is a person of multiple identities. He or she 
has to evolve new rules and by destroying the 

older rules, by radically interrogating them for 
a more strident creative voice. The examples 
of textile art installation demonstrate new 

conceptual and art production directions open 
to the artist in the context of textile art 
installation. 

 
In the spirit of art postmodernism, art making 
is an ever shifting terrain.  These are some of 

the factors that drive textile art installation 
across all art categories and in the context of 
art postmodernism. The two examples of 

textile art installations point to the creati ve 
potential and possibilities in mixed media use 
and production methods. It shows clearly that  

a textile artist can appropriate the technical 
and other formal resources of ceramics into 
textile production practices. In this way, the 

dynamic relations between textiles and 
ceramics in production contexts  reveals  
something of how postmodernist art theories  

can be used to engage creative production in 
textile art installation, and that theory aids  
studio practice. 
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Plate 1: Asoebi; Terracotta and fibre pots, acrylic and spray paints  
Work by Ubah R.D.E, 2015 

Plate 2: Ijele; Ceramic pots fibre pots, acrylic, fabric and 
paints, sequins, jute cords . Work by Ubah R.D.E, 2015 
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