Formal Element: Texture

We have already seen in the earlier classes how the surface reflects the internal anatomy, how it is “the outside of the inside”.

“You can never have the use of the inside of a cup without the outside. The inside and the outside go together. They’re one.” (Alan Watts)

A shape or form is derived from a function and is also determined by the material it consists of . Any external power or influence also determines a shape.

The shape or form we see is often the result of action or the end result of a process or structure.

The surface texture (of a form) is a result of these factors.

In drawing, a resultant visual texture (of your drawing) appears through the accumulative process of recording observations on your paper

It is important in drawing to realise the connection between structure and function as what one sees, looks a certain way because of the underlying structure and the function that this structure has to perform. 

The knowledge of these factors regarding a certain subject one is drawing, enables one to see apparently unrelated and difficult details in a unified manner, simply because one knows the reason why they are there. This understanding comes across in one’s drawing. The human body is a very good example for that.

The immediate practical application in  drawing is: 

if you find an area boring or difficult, ask yourself “what is the function of the form? What the underlying structure (that causes a certain surface texture)? In life drawing you can use your own physique for quick answers without already having an advanced knowledge of anatomy!
Surface Structure

Therefore, there are several elements that result in a surface (whether of the actual 3D form or a 2D drawing):
Causal relationship:

· Function-determines inside structure

· ...- which determines outside appearance of planes, their direction and angles

· ...-this determines tonal range and changes due to light reflection

· ...-and such determines the texture of the surface

Let’s take the example of skin: In the case of skin (or the outside of any organic form) the surface texture changes according to the structural positions or movements underneath; the areas where bone is closely under a thin layer of skin, have a very different surface than areas of muscle or fat. In the case of skin  there is an additional factor:

the function of the skin itself determines the intrinsic surface structure further, i.e. inherent texture such as pores, hair, wrinkles, folds, etc.)

The observation and recording of the surface changes and textures explained so far is then what builds the texture of your drawing, through the marks you apply to your paper.

The surface texture of your drawing

Surface texture should grow naturally within  the process of  your building up “form” on your paper and evolve “organically” through the process of drawing, searching for right lines, detail and working a surface. Unless one concentrates on doing a line drawing or quick sketch, etc., one can build up rich, “telling” and honest, beautiful surfaces with animation and depth without the need of artificial techniques.

Artificially created textures such as superimposed “interesting” (…but totally off the perceptual point and therefore appearing unrelated and contrived) marks just to create some appearance of texture, a quick fix and effect to make something “look like” something are not desirable. This includes smudging with the finger, if used as the sole means of creating ‘3D effects’ and as an end in itself. 

As a drawing technique, on the other hand, in conjunction with making more marks across surfaces that have been drawn on with the eraser and as part of building up a surface it gains life and meaning and can create beautiful texture. This also includes quick “shading in” by using insensitive horizontal or vertical lines (rather than tactile lines following the form) which have nothing to do with the actual form and process of understanding it and only seek to achieve a quick effect. 

The effect is, in fact,  to flatten form and kill animation of surface. It all depends on the way these techniques are used. Please refer to the exquisite drawings of the Old Masters or later good artists. The necessity to use “tricks” like this would only arise if the work is lacking in other respects i.e. true observation of detail, form, tone, etc.!

Every mark you put down should be drawn in empathy with your subject, should serve the observations you make and the recording of the form. No “technique” should ever serve only its own end, unrelated to what you are actually doing. For example, you don’t  “shade in” something mechanically to create a glib illusion of form but you use your marks to record a darker area by increasing the density of marks in empathy with the observed form, which results in “shading”.

· The knowledge of underlying structure function (or anatomy in figures) helps to see the planes and half-planes that are on the surface of the form and their movements, which gives animation, strength and delicacy to the form.

· Not observing the existence, direction and movements of the planes that construct the form, results in a life-less, uninteresting, “stuffed sausage” look. Even if simplified rather than exaggerated, the perception of the above results in animated simplicity, rather than lifeless generality. (Lanteri)

Marks

Each movement with your drawing implement, each line you create by drawing  on the paper leaves a mark. The longer you draw, the more characteristic and individual your marks become, just as your handwriting and signature has once evolved. The process is very similar to learning how to write, when practice and experience form the character of your handwriting. Therefore it is important to be aware of the importance of the marks you make: each little recorded, individual observation states something specific about the subject you draw; all of these build up to the atmosphere and statement of the whole drawing: it is a composite of many small steps which determine its quality.

To reiterate this with a quote by Prof. Lanteri’s once more:

 “For this very reason, it would be foolish, if, in our studies–whether they be of sculpture, painting, or drawing–we aimed at a smooth texture more or less agreeable to the eye; we should, on the contrary, analyse the forms we see, and search for their cause before we represent them. Our study ceases, when by some trick we polish the clay, or try to give colour, or in drawing produce velvety shading. It is lost time, utter waste of time! You may spend your life in working like this, and you will never make any progress. You must on the contrary, so to speak, dissect the form, and penetrate it in order to understand it. A pleasing surface will come in a later stage.” (Lanteri)

The use of the eraser for rubbing out  is another factor which can really flatten and deaden, muddy up your surface. Try to avoid rubbing out altogether. The lines you record in search of a form normally add life, interest and spontaneity to your drawing, no need to rub them out! It furthermore will help you to build confidence and certainty: you know you are not going to be able to rub it our so you take more care in what you put down.

The eraser, however, does have some excellent usage. In case you need to pick out highlights, a putty rubber works very well. It is also great in lightening or creating areas of varying texture by lifting off (note that there is no mention of rubbing). Sharp highlighted edges or lines can be erased out by using a hard, clean and hard-edged rubber as if one were drawing a line, with quick movements. In the same manner rich and textured surfaces can be built up by alternating the process of drawing, using the rubber in this way, and drawing into and over this again, etc.

Summary:

· marks: the marks you are making should be alive with your perceptions (rather than your tensions and apprehensions...) and directly reflect what you feel about what you observe. The sum of your marks build up surface/ texture of your drawing and make it interesting to look at contrary to dead generalised areas produced by wiping, smudging, erasing.

· areas of the drawing look dead when your marks are not saying / communicating anything about what they depict. Your drawing is alive when you sensitively put down all visual and other messages received from your subject (e.g. model)

· follow the form; express in the movement of your hand what you see and feel to make the marks including textures, rather than being conscious about your marks

· no rubbing out, only lifting, but use eraser as tool, draw with the rubber into your other marks (must have sharp edge and be clean) for contrasting, highlighting, building up surface by working over and texturing to achieve a rich surface

· explore and search with your marks and lines while you are drawing, rather than tensely trying to”get it right”. This will come with visual experience.

Pictorial or compositional texture

This would be the inclusion of elements into a composition to create a visual, pictorial composition. This can be achieved either through simply using texturally rich elements or by creating visual texture through areas of diversity and dynamic of form, line, colour, etc.
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