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This western londscape by Fred Ludeken: demonstrotes the main points we will
maoke in thiz lesson. Althaugh thers are mony similor objechs in the picture, o
two are excctly clike. Ludekens koew that interest would hinge on the variety
of sites ond shopes of the coci, hills, and oiffs. His hills are specific hills—a
rype found in the Wen — end hiy cocti and cliffs ore oo specbe. Ludekens is
as aware of texture os he is of form. The Irregulor verticol flutings of the foctus
help to identify it guickly ond cdearly. The dork, smooth-foced oliffs on the left
contrast with the rovgher hills of the right ond the wwub-dotted desert batwesn,



Creating variety

in forms, textures and surfaces

We live in a world filled with a [ascinating variety of forms,
textures, and surfaces. The stark metallic skeleton of a sky-
scraper under construction, the busy, intricate pattern of leafless
branches against a smooth expanse of snow, the coarse tweed ol
a man's suit next ta the shining silk of a woman's dress, the
sleek, wet bodies of children scampering over the rough, rocky
walls of a swimming hole — there is an excitement, a vivid poctry
of the senze: in these and other [orms and textures. If we have
the eyves to see them, they give color and richness to our lives,

They will do as much for our pictures. A good picture is like
a living experience, the artist’s mood and perceptions made real
for the viewer. Few things do more than descriptive form and
texture to make the viewer sce what we have seen. A picture
may be linely conceived, well composed, and solidly constructed,
but it is nat a fulfilled picture until the details of form and tex-
ture have been added. Even the simplest outline drawing has its
textures, They are expressed in the outline —in the soft stroke
of varied weight that sugpests cloth, the firm, rigid line rhat
deseribes a hard surface.

Feel it and paint it

The real artist experiences his subject intensely. Our goal is o
re-create in our picture the transparency of glass, the softness of
fur, the hardness of metal, the filminess of a cloud. To succeed,
we must “feel” the special qualitics of these materials and what
makes one dillerent [rom the other. When we paint the pave-
ment of a street, a sandy beach, or a grassy lawn, we should
think how each of these would feel if we were walking across it.
By imagining the physical sensation of actual contact, we can
better express the real character of our subjecr. We must “fecl”
its form and surface if we are to paint it with conviction.

The act of applying the various texmures to the forms in a
picture is in itsclf a source of rich pleasure to the artist. Now is
the time to be absorbed in ereative play with the brush, the pen,
ar pencil: to build up a rocky texture with scumbled tones of
thick opaque, to chase a wash speedily across the paper surface
and suggest a sky, to place curling stroke beside curling stroke
and see a delicate, lovely head of hair come into being. For
many artists this is one of the happiest parts of picture making.

Texture can suggest mood

Although textures are exciting to draw and paint and help
re-create Lhe appearance of things, thev have a deeper value.
Sensitively interpreted, they can support or suggest a mood. By
playing down our textures and making quiet, smoath surfaces
predominate in a picture, we can give the viewer a leeling of

calm and peace. A picture filled with busy, active textures is a
picture filled with excitement and drama. If we use these Lex-
tures thoughtlully we can influence the viewer's sensarions as
effectively as we do with the other tools of pictorial composition.

Forms and textures make the picture unique

Much of the interest that a viewer finds in a picture is due to
the individuality of its [orm and textures. Actually, it is this
individuality that often draws the artist to the subject in the
first place. How monotonous our pictures would be if in them
there were only ane kind of weather, one kind of tree, one type
of cloth, une type of man and woman. But fortunately there are
differences — big differences — and we should be cager to discover
and take advantage of them.

Ohservation is the key here — careful observation and selec-
tion. Just as the reporter silts through many facts and details to
find the really significant ones, the artist studies his subject to
learn the really important things about its form, texture, and
other details. Through this knowledge he can create in his pic-
ture the illusion of what he has seen.

Norman Rockwell is a good example of an artist who knows
how to make the most of what he observes. We recognize every
person in his pictures as a distinct and real human heing. The
character’s clothing, the setting in which we find him and the
objects around him are appropriate down to the last detail.
Because Rockwell has studied all these elements with care, he
is able to paint pictures so lifelike and human that they have
earned him the title of "America’s most beloved illustrator.”

The artist interprets

Drawing or painting dillerent [orms or textures calls for differ-
ent approaches. There is no set formula for capturing the special
quality of flesh, tree bark, rock, brick, or any other suhstance.
Each artist will handle the subject in his own way. It is your
feeling for the subject that counts. You do not copy forms and
textures — vou interpret them. Sometimes the picture calls for
exaggeration, sometimes great simplicity. Never become so im-
mersed in rendering a particular texwure or form that you forget
the over-all effect — the effect of the whole picture.

Peaple have a definite personality, and things do, too. Study
your subject for the special features and qualities that are sig-
nificant in expressing this personality. They are there, olten, in
the line that contains the form, or in some of the details of the
texture. Look for them and draw them. Used thoughtfully, they
can help give your pictures originality and conviction, and make
them maore interesting and meaningful to your audicnee.
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Every object has its own variety of form — it is dillerent [rom every

other object. This variety is what gives an object interest, makes us

look at one thing with preater curiosity than another. It helps us to

tell things apart and identily them — whether they are people, land-
. - scapes, animals, man-made articles, or anvthing else,

VﬂrlE"y of fﬂrm Is E?EWWI‘EI’E Even similar objects are different. Two articles may come from
the same machine, yet cach has varicty if we know where to look for
it. Each article occupies a different space, is struck differently by the
light, or has a difterent background. To the artist, every one of these
variations is important. He must train his eve to observe these difler-
ences, and he should use them in his interpretation of the ohject.

Trees offer good examples of what to look for in variety of [orm.
The average person sees a tree as merely a general form with runk,
branches, and leaves. We, however, must know our trees belter (o
draw and paint them well. There is a marked difference in structure
and outline between a maple and a hirch or other trees. Morecover,
every tree is a particular tree in particular surroundings. An interest £
in the varicty of forms will help us recognize the differences that
make every form unique. Our aim should always be to know and
show the spedial character of everything we draw,

Norman Rockwell has compared making a picture to throwing a
ball against a wall: the ball never comes hack quite as hard as we
throw it. "The artist must devote himsell wholeheartedly o observ-
ing the distinctive personality of things and re<reating it in his
pictures. Only if he does this will the viewer come close 1o seeing
and feeling what the aruist did.

Draw a "particular”
head

On the right are four similar views of men’s
heads. All four heads express friandly good
noture, yet eoch heod is different. The dif-
ference i3 due to variety of form ar char.
octer. Study the heods cdosely ond cbierve
that Morman Rockwell has ereated an en-
firely different type of person with each
ane. Always study people wherever you go
ond by to estoblish what fociol charocter.
istics moke g person on Individual, setting
him opart frem gll others, Remeamber, ol
thowvgh there iz o formula for drewing a
bBosie head, there s no formula for giving
it individuclity. There is enly your observ-
ing eye and your lrained hond.

Although human skulls very slightly, all human heads The maoin charocteristics of this mon's heod ore: reced-
hove prontunced differences which ore due te veri ing hairline, slightly turned under nose-tip, slightly
aliont in the elements thol moke vp the heod — the receding chin, prominent jowl, habitvally rofied wye-
eors, the nose, the eyes, the mouth, the chin, elc, brows with brow wrinkles — he gel these from looking [

up and ever his glosses, These chorocleristics indicote
a mild-mannered man with o quist senie of humor.



Mot just any horse, but @ perticular horse
thal is correct for your picture. Horses vary
a1 to breed ond eoch has its own choroe
teristice. The draft horss, which pulls heory
loods, hos o lorge, thick bedy and legs.
The Shetland pony is small, with o long,
reugh coat, heavy mene ond long tail. In
confeas!, the roce horse hos leng, slender
legs end o lithe body.

The choracteristic featuras af this young men's heod are:
thin foee, lorge noss, :m:ﬁng chin, large shock of hair
that is well attended ts, thin neck with preminent Adom's
opple. You con tell he is good-notured ond probobly
slowwitted — timid and somewhat juvenile.

The prominent features of this mon's heod are: broken
naote, dightly couliflower sar, prominent wrinkles oround
eyes ond leathery crecses on the bock of the neck. An
outdear man, ke kas squinted sa long of bright daylight
that wrinkles cround his eyes were an early ocquisition.
Mever one to ovoid o goed fight, he is nevertheless an
#0ry-going man maore [nterested in today’s baoll gome than
temarrew's - problems.

Each thas hos o chorocter of its own, The
sneoker, with its kigh sides, contrasts sharp-
ly with the cowal leofer; sondal and high-
heeled shoe oho have datinctive forms.
Each suiti o diferent person or ocoosion.

High-kheeled shoe

This men's heod tells o good deal obout his chorocter,
The main chorocteristics ore: very round, fot faoe, head
polding In the best business-man troditien, jowls promi-
renl, eyes puffy —pouibly from dgar ymoke. He is o
worrier, o community booster, a “good fellow.”
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Photo by Claritse — Ewing Galloway, M. Y.

Although both of these dogs are dochshunds, they olmost leok Like two different breeds becouse of
the difference in the textures of their coats. The long wevy hoir of one variety controsts sharply with
the shart smoath coat of the ather.

Variety in textures

We recognize an object not only by its particular form but
alzo by the rexture of its surface. Things are smooth, rough,
solt, or hard. In the clothes we wear, tweed is rough and
silk is smooth — and these differences in texture help us to
tell them apart by sight as well as by touch.

In gur pictures we must ereate the illusion of the surface
textures of things. The first step in doing this is (o find out
the true character of the surface. Is it soft and yielding?
Hard and resisting? Coarse or smooth? Glossy or dull? Look
at the object and ask yourself such questions as yvou study
its surface. Know it as thoroughly as you possibly can and
decide which characteristics identify it best.

When you know the character of the texture, the next
step 15 to decide how to show it in your picture. Here again
a few questions can prove very helpful. For example, what
sort of pencil or brush strokes would best interpret the wex-
ture? Should they be long ar short, straight or curved, rough
or smooth?

You'll do a beuer job if vou think how a texture [eels as
you draw il. Remember that although the artist relies mast
on a well-trained, obhzerving eye, he must also take advan-
tage ol what his other senses contribute.

Just o5 the particular form of an ehject helps us to idenfify i1, w0 does
it particulor teature. The ortist should be keenly oware of the gharagter
of each surince he draws. Every tree, for exomple, ho o typicel surface
texture. The shogbork hickery (left) is covered with roarss, frragular
bork. In controst, the bark of the cherry (cenfer] has small roited mark-
ings that run areund it. Japanete mople bork (right] is very smosth,
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Poil ond stones: Eoch of these two controsting textures brings out
the differing gualities of the other. Seen together, the mefol seems
smoother, the wones coarser.

Clath: Smooth, curving folds help vi to recognize
this o3 o piece of soft doth. The folds flow 1o
gether to form smosth planes and outlines

Paper: In contrast 1o the soft cloth, the crumpled
poper is crisp and angulor. Mole the irregular out-
fine ond the shorp edges between the jogged
plones of light ond shode.

“| suggest you experimeant with texture. A
good way is to place in front of you three
similar objects such as a piece of Kleenax,
a paper napkin, and a damask napkin. Each
one is white and soft, yet it has ite own
charactar. Paint all three, Then show them
to a friend and see if ha can identify these
various articles simply by the way you have
painted them. Try this ageoin using wire,
string, and thread. Study carefully the things
you paint in every illustration you de.”

qmm
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Blades of grass

‘When we lock of o meodow, tree folioge, or @
brick wall we da not ses individuol blades of
grou, leaves, or bricks 5o much o8 on over-all fone
and texture. lock for thin overwall testure ond
drow it or paint it o1 you n:h.ru”r we it

Repeated forms make an
over-all texture

When a single form is repeated often enough — whether it is a blade of
grass, a leaf, a brick, or anything else —a new texture is created. This
new texture is not simply the result ol multiplying the original form.
In drawing a grassy ficld, for example, we do not show an area hilled
with many individual blades of grass that are uniform in size and
shape. In some parts of the real field the growth may be sparse, in
others very thick. Individual blades will vary in their sive amd dircation
of growth. And, at a distance of more than a few [eet, we could not
possibly distinguish the separate blades anyhow. They blend to form
an over-all tone and texture that we recognize and draw as a field.

The variations we find in a field of grass are just as striking in foli-
age, where the leaves grow in every direction and are struck by sunlight
or shadow in dilferent degrees. In the dense parts of the foliage the
leaves form an almost solid texture, while in other parts they merge in
a thinner, more delicate pattern against the sky.

A brick wall, too, is something different from the sum total of its
individual bricks. Looking at a wall, especially in bright sunlight or
deep shade, we are often more aware of its over-all texture than the
individual bricks. It is this overall texture, rather than the separate
hricks, that we paint to create a convincing illusion of the wall.




Lesson Famous Artists Coursa
Creating variety in forms, textures and surfaces

Repeated [orms create texture — and often the artist can use this texture to em-
phasize and strengthen his picture idea. In this illusiration by Albert Dorne an
agitated young man is arguing with a rather indiffercut girl. The feeling of con-
flict between the two is clearly reflected in the choppy, agitated texture formed by

Texture and mood the chickens. The figures are the main actors, but the sea of busy, excited chickens

& The Cunis Publihing Ca.

contributes greatly to the mood and interest of the picture.

Nortice the way Dorne has organized the chickens. They form an arca of
texture that fills the lower half of the picture. If the chickens had been isolated
into small groups or formed spotty designs against the dark earth, the figures
would not stand aur nearly so well. Dorne has used the chickens to strengthen the
composition and its meaning at the same time.

The texture of the moss of chickens
is nel crected By repeoting the
some chicken form mony fimes.
Dorne added reslism ond inferest
by vorying the positions, sizes, ond
oHitudes of the chickens,
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How distance affects texture and details

Diistance, we have seen, has a marked ellect on textures. I an
ohject is close 1o us, we can ohzerve its textural derails clearly
and sharply. But the [urther off the ubject is [rom us, the less
we can see of these derails.

T'o drive this point home, we might look down a street and
compare the details of the nearest building with the details of
similar ones further away. On the nearest house the rough sur-
face of the shingles, for example, is casy to see, but a few houses
away this textural surface is lost and we notice only the over-all
pattern formed by the shingles. Far down the street even this
dizappears — all thar is lelr is a simple texwureless rone.

Al close quarters, as in a room, we can observe the same prin-
ciple at work, although the contrast will not be so great because
of the shorter distance. In a picture, the sense of depth can be

See — Observe — Remember

greatly strengthened by applying this principle. For instance,
the nubby 1weed covering of a chair in the foreground might
be emphasized o help keep the chair well forwand, A matching
chair on the far side of the room might be held there by paint-
ing only the tone of the chair —we would not see its texture
at a distance.

There is an all important difference between knowing a tex-
ture or detail is there and actually seeing it there. It is a mistake
to show the texture of objects in a picture when they are oo
far off for that texture to be seen in reality,

Creating a convincing illusion of anything depends just as
much on amitting what you cannot sce as it does on drawing
what you can see,

TEEERYESy
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These four pictures thow you how distonse offects textures. Close
vp, all the details of texture stond sut dearly — the man’s hair
ytrandy, the differing surfoces of the tweed jocket ond the wool
ywenter, and the rough maortar between the bricks, eoch of which
kas its own individeality. Note how oll of these details become
less opparent as the figure s s=en from further oway. The tex-
tures became lews Importont, the volue pattern become: more
important, In the ferthest picture thres basic volues ore procti-
cally all that remain — the light value of the foce, the dork one
of the hair and dothing, ond the holftons of the wall.



These three pictures also point out the differences in what vou see in the
way of texture and details at varying distances. Only in the foreground are
details like facial expression and clothing texture visible on figures; only
close up can you sce individual leaves and smaller branches on trees or the
metal trim on cars. In the middle distance these details begin to give way
ta a more ohvious pattern of tones — shapes of light, dark, or halltone, In
the far distance, even this pattern has lost its clarity. The repeated forms of
figures and cars become an over-all texture, while the values of trees, hills
and fields tend to merge.




12

Lesson Famous Ariists Coure

Creating variety in forms, textures and surfaces

This wvase i3 shown as it would ap-
pear ta the eye. It is complate in
form, texture, ond paliern.

Pattern — another form of texture

Besides surface texture there is another kind of exture known
as patiern. This is simply the [lat, two-dimensional design on a
surface such as fabric, wallpaper, or the like.

In some pictures we may wish to emphasize pattern and sub-
ordinate surface texture. In others we may concentrate more on
surface texture. Somerimes we will emphasire both. The ex-

This striped towel is reclistic ond convinging. Form,
texture, ond pattern are oll there.

amples below show how these different elements may be stressed,

Remember, belore you draw any object, that the [orm of that
alject comes first. Without its form, details of exture or pattern
usually mean very little. No matter what the object is, its forn
must always be apparent — even though vou need not give it the
same emphasis under every condition.

=

Here I3 the form underneath. This s whot the
towel would leok Lke if it were cost in ploster.

If we wonted to ploy down the pattern, we could
show the rough, nubby teature like this

This is the pure form of the vose
minus testure ond pattern. It's os if
the vous were smooth ploster.

Then, ogoin, we might work decoratively and rely
enfirely on the wriped pattern to carry the drowing.

Here the voie is hondled sirictly in
terms of surfore texture. Thers s
no patrern of design ot all

As on clternative, we might focus
on the pattern of the vam. Hers
there is no wwrfoce texture.
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Here ore two differeat but equally effective woys we might treat the
same subleet. In this reclistic drewing, the emphasis is en the play of
light and thode, which models the overall forms and swrfnes fextures

and brings them ol in sharp relief, The flot pottern of ornamentatian
on the dark eost Iy of scendory importonce.

In this mere decorative drowing the textural infersst is ereoted by
emphasizing the tones of the flat pottern. Meodeled surfoce textures are
held 10 @ minimum except on the hat, Throvghout the rest of the drow-
ing, smeath tones of light ond dark are played mgoinst eoch other. The
eoal consists of Aot tone ond cutline with wirtually no shading.

Whot we have soid about the terturs and poblern of ungle objects alse
applies in @ pictare mode up of many objects. Here the repeated rec-
tangular formi of buildings ond signs ereote on orea of busy irregu-

lor texture. The erfist hos emphosized realistic form ond  texture ond

treated the pottern oz incidental.

By cantrast, in this picture the reclisfic texture 1 ployed dawn ond the
fint teo-dimensional pattern is emphatized insteod. The ortist hai con-
centroted on the sigrs, bricks, and decorative trim of the buildingt.
Although there are shodows, they ore Righly simplified end do not
interfere with the overall pattern.

e
il
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How to gain confidence in handling textures

Experiment is the key to learning about textures — experiment
in a spirit of play. So. in vour lhirst adventures with textures,
relax amd have fun. Get out paper and illustration board and
spread out betore you some [amiliar tools and mediums — pencil
and pen, brush, palette knife, opaque grays, a lictle lamphlack
wash, etc. Then go ahead and see what you can do with them.
Experiment, plav around, discover.

Work [reely — there are no set rules o follow in getting ac-
quainted with textures, Put down some tones and place others
on top of them. Make different textures and set them side by
side. Discover for yourzelf the many different effects you can

create with thick and thin paint, short and long lines, light
washes and dark ones, and ather mediums and techniques.

In every case. alter you have applied a texture, sit back and
ask yoursell what effect it creates. See how it relates to the
texture next to it, and perhaps gains meaning by contrast with
it. The arbitrary textures that you have set down so freely will
begin to suggest real materials like wood, rock, grass. or foliage.

Mot even the greatest artists mastered the subject of wextures
overnight, or in a week or a month. 'T'extures are something we
go on learning about, And the way to get ofl o a good start —
ta get the feel of textures — is to experiment freely.

/

]
e,

h"“"‘:u..."_ .

} I‘."""L.-,. ;;n..ﬂﬂ.
" s

Thiz demaonstration will shew how simple srokes and
tanes can suggest reol chiedts and their tertures.”
We'll olio sew bow one fexture relates ta snsther and
givei it meaning. We begin by laying down this flat,
light gray ocpogue tene.

How, werking experimentally, we put down some
breod, squarith strokes with the side of the polette
knife. Thay might coll to mind rock shoper. Then, with
the palette knife edge. we moke some long stroight
strokas — thay resemble gross or weeds,

How we put them together. The fiot backgreund might
suggest the sky. I} ochs o3 o fine foil for the dark
rocklike shopes ond the long, thin groslike strokes.
Eoch texture ho: o distingt charocter, particularly by
cantraost with the others.
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A

If we put the tws rough tertures together on the smooth

The some simple tools con create an endlen variety of We con build wup o roiwed texture by laying on thick,
textures. We'll slart with the some smooth tone oy before, Juley epogue palrt with o trowel like action of the paleite dork bockground, we get this effect. It could wogent o
bt this time make it slightly dorker. knife, Mext we try a dorker, thinner fexture. rock or masenry, sel againdt the dky.

A contrasting heavy, thick point brushed on in concentric Hers we put them oll together. Into the wet woth we
rings creater the sfiect of the left. At the right we try bruth aur epague rings oand black dots. The effect sug-
geits the sun of moon peering through elouds.

Haow [et's try @ thin tronsparent wash with gur paint, We
begin by laying down the wash, let some of the edges
dry, and wipe cu! the center with o rother dry Brush, some dots of medium thick opugue.

A Pzt pendl tone, mony thert, bread chiselpoint strokes, experimentally, o5 at the right, they might sugges! the
ond o single dark shope — when we put them fogether shope ond texture of a bowl of Bowers againgt a well,

Qur three elements ore olmost the some wa in the pre- we combine all these textures the result is busy and con-
ceding demanstrafion, with same amall but sgaificant fused. The importon! point here it thot we should be
differences. Motice thot the flor pencil tone hos o scrawl aware of junt what efect each textyre hoy and be sure
in it and the bowllike shope is more complicated. When that it i the effect we wanl.
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Fas West Architecture — Yirginia City, Nuv.

Don't forget the solid forms which underke the surface
textures. The textures should sot conceal thess farms —
they should moke vi sew ond understond them cdeorly.

Applying the principles

Now let’s see how the things we have learned so [ar can be used
o interpret the textures in a scene. We'll take the photograph on
this page as our subject. At the start, we must study its textures
until we know their character. The tree bark, we see, is rough and
furrowed, the sky is smooth. We ohserve the smooth, unilorm
lines of the siding of the house, the shingle pattern of the roof,
the fusry clumps of brush. Above all, we notice how each texture
contrasts with the textural surfaces next 1o it. With these points
clearly in mind, we can |H.'gin L0 pul leXiures o paper.

Rarhstein, F.5.A.



This is not just the texture of o roof but the tex-
ture of @ reaf 1een ogoinet o qulet sky. The hard,
dark, sharp edges and uniferm shingle texture
stond out with great starknns berouws the sky i
1o guiet, Againgt o shy filled with the busy texture
of many swall cdouds the shingled pattern would
be much less comspicwaws.

We must be owore of whao! pattern, os well a3
surfoce textures, com contribute fo our piclure.
Much of the interest in this orea is ereated by the
rectangles of block, white, ond gray in the wins
dows and by the light sheper of the clothes on the
[ine. The repeoted forms of the roiling and siding
add further textural interest.

The long, thin brush strokes follow the direction
of growth of the thick clumpr of brush. Mate the
varied direction of these strokes compaored with
the vertical ond henizental lires of the building.

It T AN b

a1t

Again, this Is nat simply @ tree bul the texture of
o lree seen ogaingt other texturss — the smoath
sky and the tree-datted hill in the distance. The
Brush strokes fallaw the direction of growth of the
tree ond its branches. Compare thess long, curv:
ing strokes with the flar sky tone and the distant
trees stippled over o tone dorker thon the sky.

17
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Every texture must be reloted to the overoll volve pattern
of the picture. Hare ore the moin shopes of light, dork,
ond helftone the overlying leatures must nol obicure,

Urdar tha texture there is o three-dimensional form —
and we muit never lose sight of this form as we put in
the detoils. The texture of the wrinkled foce fits gver the
1alid form of the head. The wellworn coo! and frousen
fit grgynd the bosic form of the fgure,

}
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The lettering and the design on the fesd bag ere port of
it texture. They form o pottern thot adds interest to the
upper part of the picure ond helps bolarce the busier
taxtures Below. The burlop festure olia ploys its porn.

Phats by Willlam Joli

Controlling textures

even the vines at the lower left — all of these create different,

This photograph illustrates a problem we face with most of the i
active textures, I[ vou tried to render each one without com-

pictures we draw and paint, The subject may include a large

variety of interesting and contrasting textures — but, unless we
decide in advance how to control these textures, they can ob-
scure or destroy the forms and values of the subject.

In planning a picture, you should be aware of all the textures
and their relative importance in the over-all picture. For ex-
ample, almost everything here has a [fairly busy texture. The
weathered grain of the boards, the wrinkles of the man's face,
the folds of his coat, the pattern of the feed hag in the window,

paring it to the rest, the result might be very confusing. Decide
how dark or how light to make each texture and see that it does
not become too important. If any textures are emphasized too
strongly, thev may not only weaken the effect but also make the
salid forms underneath appear Rat and hard to recognize. Com-
pare your textures constantly as you work, and make sure that
cach one is correctly related to the rest and holds its place in
the over-all picture, Always keep your textures under control



These are the festural controsts in the picture
the guiet foreground of girl ond wall set
ageingt the busy bockground of the iwcene oul-

Contrast in textures

Let's analyze this photograph for its textures just as il we were
going to base a picture on it. The over-all effect is one of smooth,
qquict textures set against a contrasting background of busy anes.
I'here is no strong. clear-cut pattern of light and shade on the
gitl, as there is on the old man. The tones are even and regular.

It is important to give dramatic textures their due — and just
as important not_to overwork simple ones. The girl's hair, [or

example, is a single, simple shape, almost solid in its texiure —
light strikes only a small area at the top. If we gave this simple
black form more detailed rexture we might destroy its over-all
shape or confuse it with the scene outside the window. This is
equally true of the simple textures of the girl’s skin and robe
and the wall. Always keep simple textures simple when they are
set against a husy background of active torms and textures.

Photwa By Willlam Joli

This disgror shews the bosic shapes and vol-
ves of the foreground, Thews few fat tones
lock medeling, yer they strongly supgest our
side the windew. whijeet — proving how simple it tones are.

{Lef} Under the teature of cur swhbject there exiss o solid form, even
though the lghting dess rot occentuate it. The robe fits over the body,
and it hos form of its own, with folds ond wrinkles. (Right) You must
alia be awors of the bosic volve pottern on the solid structure. Keep
Both in mind es you plan your picture ond drow end paint it
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This section of the bockground contoins o
pattern of highly waried, interesting tex-
tures. The reof texture of the hovie ot the
left is kept foirly gquiel ond smeoath ta
bring out the leaves ond contrent with the
brick wall, On the reof of the hovie ot the
right the defoils of the slotecovered roof
ore shown, but the wall I3 completely fat,
In froar, the groin of the knotty, weathered
pale provides another contrast.

The barrel form stands out ogainst the pat-
tern of smooth rocks with just the slightest
irdication of the texture of soves and
banrds. A few smple strokes are erough to
wggest the texture of the pole in frenl.

The interest and variety of drawn textures

Robert Fawcelt's keen awareness of textures and the very careful way he draws
each one are well demonstrated in this picture, Notice the [ascinating variety of
materials he shows us here — stone, wood, brick, water, metal, cloth, and others,
often in different shapes and forms. Faweenr draws each of rhese rextures, and by

his drawing shows us whether a thing is rough or smooth, dull er shiny, hard or
soft. He does not rely on paint thickness or thinness, ar the actual character of
paint. His drawing carries the illusion.

Fowcett hos focused cur attention sharply
on the man's head by plocing it ogoinst o
simple white bockground — one of the few
quiet oreos in the whole piclure. Hod he
s=] the heod ogoinst the lively textures of
date roofs, bricks or chimneys, it impact
would be greotly weokened.

Thiz area oclong the right edge of the pic-
ture ogoin demonstrotes Faweeh's owore-
ress of textures and how they can be used
to crecte interest through wariety. Note that
ke hos ploced the curving horizontal lines
of the boat ageingt the backgraund of plain
large recks ond obove the more detailed
pattern of small slones.

The wall and weoler are o vory imporiani
part of this illustration. To emphosize them,
Foweett hes used long, broad, herizental
lires ond tenes that conmtrast shorply with
every other texturs in the picture. and
particularly the stones directly abore.
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Awergness of form: Although there are many textures

Pnﬁern u “d ’exiure mnke here and the design made by them deminates the picture,
- - they shll suggest the form underneath. Daris Lee paints

u“ u"rﬂcil?e deslgn in an extremaly personol woy, bot she is vary much awore

of form as she plans her pleture and lays in the textures.

Every artist has his own way of handling textures.
Here, in contrast with Rohert Fawcetr's prt:risg: meth-
o, we see how Doris Lee works, Her style is far from
literal, and she uses her textures in a highly personal
way, creating a picture that looks like a tapestry, Swyl-
ized as rhese textures are, however, we have no difli-
culty in recognizing the sky, road, bushes, and other
ahjects here. Natice, toa, how the artist arranges her
textures and patterns to form an over-all design with
a vigor and charm peculiarly her own.

Picture alements: Tree, bushes, and house
are not painted realistically, but their tex-
tures and lines show they are based on
reality. Mote thot Daris lee painted her
bushes in two different ways— o8 clmoit
whaelly flat shapss with decorative flowers
on top and olse os forms mare comvindngly
modeled in light ond dark.

Courtesy Standard Ol Co.

Over-all design: The artis! crranged her forms ond
textures to ereats an ottroctive over-oll design. Mote the
varied arrangement of the Bushey on either sde of the
road, the ssmple dork streaf, ard beyond that the pattern
of lines I the plowed fields, The hills in the bockgrownd
are strengly stylized, ond Doris Lee has ser light againge
dark and dosk ogainst light for an interesfing effect.




Textures help make a picture

This painting by Peter Helck is a fine example of how contrast-
ing textures enrich the picture and help point up the character

of the objects in it

Three main elements, each with its own texture, dominate

The huge rounded cloud forma are pointed
in with wide sdges and subtle ranes. The
emphasis is on the sofiress of the shopes.

The Buildirgs are esentially smooth, with
the boords ond shingles creating o wniferm
teature aver the cube form of the barm,

& The Curris Publhhing Ca.

the picture — the soft, billowing clouds, the smoother forms of
the huildings, and the ragged, stringy pile of corn shucks. Each
texture becomes more obvious and meaningful because we sce
it next to a contrasting surflace.

The mos! oclive leature in the pictere is This section of the picture containg the
the pile of corm shucks. Helck was espe. secondary or less obviows teatures — the
cially careful to oceent the long streaming  relotively smeath grouad and, in the mid-
leaves trailing obove the ground and atick-  dle distoncs, the dark folioge which helps
ing up olong the top of the pile, to show up the figures on the truck,



Textures handled freely and
suggestively

“These two story illustrations show the free, suggestive way
an imaginative artist uses texture to create a mood. In each
of these pictures Austin Briggs has worked with limited
means to produce a major effect. :

The picture at the right shows a veteran of the Civil War
sitting under a tree. The old man is trembling with great
excitement — and DBriggs makes us feel this excitement with
the lines and textures he has used. Sometimes the lines are
thin and fragile, sometimes they are dark and dramatic.
Over all, the artist laid a ragged, vibrating dry-brush texture
superbly appropriate to the subject of his picture.

In the illustration helow, an old Victorian house is pic-
tured for us just as simply and effectively. Note the variety
ol textures here — the scalloped shingles, the clapboard sid-
ing, and the shutters. Even though the individual shingles
are nat drawn in detail, Briggs has suggested their character
with his rough strokes. By scumbling in ink tone over parts
of the honse, he makes us [eel it is weather-beaten and old.

Courtesy Good Houstheroing
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A conirast in approaches

!
1

Although the artist’s inspiration for the textures in his pictures springs from
what he ohserves in life, he is in no way limited to copving what he sees, or
even interpreting it realistically. The contrasting use of texture in these two
pictures demaonstrates the point. In the hirst picture, done entirely in opaque,
the artist has interpreted the forms and textures much the way he saw them.
Although not painted ‘with photographic accuracy, the solid forms of the
boy and piano, as well as the room around them, are convincingly real. So
are the textures. The boy’s curly hair, the soft wool of his clothes, and his
shiny trumpet are all fairly realistic interpretations of the subject.

The second picture <hows an entirely different approach. Here the ele
ments are almost the same, bur the artist has interpreted them in a very



[ B

personal, individual manner. He has not attempted to create the illusion of
reality. Instead, he has taken his cue from his imagination and feelings and
changed his subject freely to create an interesting amd original design.
Notice the extreme contrasts of texture and the variety of mediums used
to achieve them in this picture. Leaving out the background behind the
boy, the artist has vignetted the figure in loose pencil line against the white
paper. This linear pattern contrasts with the darker wet wash tones of the
piano and the solid opaque around it. The doorway has this same feeling of
tonal mass. In the upper lelt corner, the busy wallpaper pattern creates still
another texture. All of this varicty catches the eve and leads it around the
paper excitingly. This is form and texture used in a fresh, aeative way.

23
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Creating variety in forms, textures and surfaces

Here are further examples which show how texture can
ba uzed to enrich both raalistic and abstract pictures.

All four pictures were done in opaque water color.

o
-
|
=

The textures in this picture are reclistic ores, brought out by the light
whith strikes the surfoces of the objects. The noturcl smoothnews of the
bowl and fruit conlraits with the coarser leaves ond the busy potiern of
the wollpaper. Mate hew the textures and edges, which are quite oppar.
&nt in the fight, tend to disoppeor in the thodaw.

A1 in the 3%l Gife ot the tap left, the emphosiy here i3 on realistic tex.
tures and formi. The wmooth, guiet surfoces of the snow, barn, ond sky
ore put down quite literally. The twisted tres and its realistic shodow
contrast strongly with these smoother textures. Wa con clecrly sen the
texture of the tree ond logs in the foreground, while the distont trees
ore pul in o3 flab fones — only their rogged edges suggest their texture.

This is an abstroct yersion of the wome subject. Here the artist departed
from the octual textures ond created thess original ones to moke on
interesting personal design. He freely interpreted ond emphosized the
wallpoper design ond the wotermelon seeds, wnd showed the Bot pot.
terns rather than the texture on the bhowl, Dropery, opples, ond leaves
hove been simplified ond reduced to fat shopey.

Arbitrory, invented textures odd interest and excitemen! to every area
of this gbstroct freatment of the londscope. Paint is foid an thickly with
a knifs or some parts of the voried foreground; on other areas it has
been brushed on thinly. In the sky, tones of light ond dark ore lightly
sumbled over contrasting backgrounds. Although the shopes ond tex-
tures seem arbitrary, the basic chorocteristics of shjects are not lost.



Five artists draw an eagle

In these pictures we are very much aware of the highly per-
sonal way each artist interprets form and texture, Notice
how carefully Stevan Dohanos investigates every interesting
surface detail — the emphasis an bold, arresting pattern in
Ben Shahn's bird — the directness and vigor of Flewher
Martin's painting — Doris Lee's strong concern with the
desipn of cach element — and the decorartive rextural ellect
in Michael Mitchell's line drawing. These contrasting ap-
proaches, each successful in its own way, demonstrate once
more that the greatest asset of the artist is his individualiry.

Cowrtesy Yintage Bodks
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Keep your textures
under control

In your pictures there should be a pleasing bal-
ance hetween areas of texture that are active and
areas that are quiet. Il all the [orms in a picture
are heavily textured —if there are no areas of
relief, no resting points — every texture competes
[or autention and the piclure looks overworked.
It iz clear 1o any viewer that the artist failed to
keep the over-all efect in mind as he worked.

The vpposite error —a poverty of lextures —
creates a weak, washed-our, monotonous effect.
In addition to this, the forms or the materials
they are made of may be hard to identfy.

Il your picture subject has a great number of
forms and you feel that rendering all their tex-
tures would be contusing, remember that you
can simplify and suggest texture without drawing
or painting every detail. Show enough texture to
produce an interesting variety in the picture, but
don’t averdo ir.,

To avoid a weak or overworked elect, plan
the various textures and decide where they will
go. belore vou start drawing. Make sure each
texture relates appropriately to the others. A
little [orethought and planning like this can
help you e sure your picture will have just the
amount of texture it needs.
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FAMOUS ARTISTS COURSE
Student work
Lesson 9
Creating variety in forms, textures, and surfaces

HOW TO PRACTICE AND PREPARE FOR THIS LESSON

lesson 9 shows how you can use textures, pat-
terns and variety of form to enrich your pic-
tures -- make them more interesting and con-
vincing. Remember, though, that these things
are essentially refinements. They can add
much to sound drawing and composition, but can
never be truly effective without these two ba-
sic ingredients of good picture making.

Before you begin your assignments for this les-
son, you should spend as much time as you can
doing the following practice work:

1. While studying this lesscn, carefully ob-
serve the rich variety of forms and textures
that surround you in your home or that you en-
counter in your daily life. Observe the char-
acter of everything -- cloth, metal, stone,
wood, grass, earth, trees. As you study them,
visualize what sort of lines or strckes of the
pencil, pen, or brush you would use to create
the illusion of theee forms and textures. In
effect, imgsgine yourself drawing or painting
these things as you study them.

2. HNext, to gein confidence in handling these
various textures, do some experiments like
those on pages 14 and 15. Play around with

pencil, ink, wash and opaque and discover the
many different textural effects you can create
with each one. Then put your observetions and
experiments together by making drawings of tex-
tures that are close at hand, such as those of
the pail and rocks on page 7. Do other draw-
ings that show the effect of distance on tex-
tures (pages 8, 10 and 11).

3. You will also find it worthwhile to make
drawings like those on pages 12 and 13, where
both pattern and surface texture contribute
interest. GSelect your own subjects, but fol-
low the points mede in the examples on these
pages.,

k. Don't limit yourself to working with real-
istic textures. Round out your practice for
this lesson by drawing some pictures in which
interesting textures and patterns are treated
freely and creatively as in the examples on
pages 25 and 26.

5. The subject of this lesson is ideelly
suited to the use of your sketchbock. Carry
it with you and fill it with sketches that re-
veal how carefully you observe the forms, sur-
faces, and textures of the things ercund you.

THE ASSIGNMENTS YOU ARE TO SEND IN FOR CRITICISM

ASSIGNMENT 1. Using the photo on Plate 1 as
reference, make 2 picture that will show us
your ebility to handle texture effectively.
You may use s realistic approach in which the
various surfaces or materials provide the tex-
tural interest -- or you mey emphasize the de-
sign or decorative possibilities as shown on
pages 12, 13, 25 and 26. Whichever way you
choose to work, try to interpret such materials
es cloth, hair, flesh, wood, etc., in distine-
tive and interesting ways. PRemember, you may
cmit, rearrange, or add to what you see in the
reference photo.

Your picture may be either vertical or hori-
zontal, Don't make it larger them O x 12
inches. Do it on an 11 x l4-inch illustration
board, using any medium covered in the lessons
thus far.

Mark this drawing -- ASSIGNMENT 1.

ASSTGNMENT 2. Using the photo on Plate 2 as
reference, make an opaque or wash drawing not

more than 9 x 12 inches on an 11 x 1l4-inch il-
lustration board. To this scene, add & fipgure
wherever you wish., Be sure it is in correct
scele and composes well within the piecture.
The reference photo contains many obvious tex-
tures -- don't hesitate to subdue some or ac-
centuate others to create variety end interest
in the over-all composition.

Mark this drawing -- ASSIGNMENT 2.

Your work will be Judged chiefly on the fol-
lowing points;

--How well you handle and interpret in-
dividual textures.

-=How skillfully you combine various tex-
tures -- emphasize some and subdue
others to create interest without con-
fusion,

--How well you preserve the feeling of
g0lid form and sound drawing beneath
the surface of the textures and pat-
terns in your picture.

(over, please)




Student work -- Lesson 9

Page 2

Check
before mailing

IMPORTANT: Be sure to letter your name, address,
and student number neatly at the lower left-hand
corner of each assignment. In the lower right
corner, place the lesson number and assignment
mmber.

Your lesson carton should contain:

Assipmment 1
Assigrment 2
1 Return shipping label filled out completely

Mail this carton to:
FPAMOUS ARTISTS COURSE, WESTPORT, CONN.
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