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            FOREWORD
            

            By  Tanya  Moiseiwitsch

            

         

         My enthusiasm for writing this Foreword comes with having had a very full and exciting life in the theatre as a designer. In particular, designing with director Sir Tyrone Guthrie created opportunities which I think were so fortunate. I shared with Guthrie his belief in the collaborative aspects of theatre, for the ensemble of actors and community of technicians, artists and crafts people. From the architect through to the shoe maker, each shares a valued part of the whole whose focus is on actors and their relationship with an audience. My rewards come from a wide diversity of design spanning many years and include the pleasure of guidance and assistance through sharing responsibility with directors and the team.
         

         The arena or open stage demands an economy of design. Striving for the essential meant keeping a sense of proportion.   Through   trial   and   error, patience and a critical eye, design is pared down to clarify. A guiding belief in ‘less is more’ prevailed, with neither too little atmosphere to lose effect nor an excess to overwhelm. Innovation and a unified, distinct visual style of design supports the actor.
         

         To design, one needs to develop interpretative skills, to effectively follow a director’s point of view. What the director aims at needs to be understood and carefully considered. For all those involved, the collective aim is to support the play. The opening night is such a relief to the designer, it enables you really to enjoy the play. Theatre is ephemeral and the memory of the event is what one has to go on.
         

         I have a memorable, great favourite of a performance which was on the open thrust stage of the Tom Patterson at the Stratford Festival in 1990, a shoe-string production called The Knight  of  the  Burning  Pestle  directed by Bernard Hopkins and designed by Gary Thorne. A charming show with many innovative touches, the ensemble were in part senior members of the acting company together with the Young Company. It was on the opening night that a working friendship with Gary began which is still enjoyed today.
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            INTRODUCTION
            

         

         The audience arrives and prepares to take their seats for the evening performance. Unintentionally and most naturally they bring along with them the day’s ups and downs. They have come for drama that most notably concerns action and exercises communication. Perception is through the mind of the viewer. There are codes of social behaviour applied to this experience, especially with respect to the audience. What happens on stage, however, is very much a different matter.
         

         Story-telling takes on many forms. It is affected by tradition and culture, but more by language. The act of performing may be scripted, improvised or experimental. The play’s language may well challenge an audience.
         

         The experience is shared, it is a social event – a gathering of groups or individuals from society. On-stage the actors, dancers, singers or performers are illusions of characters from the writer’s mind. The convention presents a context for portraying relationships of people in society who have something to say. Represented are collaboration and teamwork, trust and respect, managerial and organizational structuring, leadership and direction, decision-making, aesthetics, values, beliefs, opinion, principles and ethics. The experience reflects commitment. That which is presented has been structured through a process. All aspects and effects will have been exercised, shaped, moulded and constructed into a disciplined time frame. This is a ‘live’ event and with it goes an element of risk. This heightens the level of anticipation and interest. The audience involves itself through application, reaction and reflection.
         

         What draws an audience to a performance? Answers may be as varied as the ideas found to be presented on-stage, yet something has been circulating in society and has caught their attention. Perhaps it is as obvious as being part of a festival or celebration. Perhaps the audience has tried to find a play which interests them. For the audience the drama begins long before curtain up. Anticipation carries with it expectation, hype, controversy, excitement, intrigue.
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               Hansel and Gretel dress rehearsal  with  actors Alastair  Cording  and  Daniel Harcourt.  The  flown  show cloth  with  focused  lighting creates  a  cameo  scene  set centre-stage.  Director: Jonathan  Holloway;  Lighting: Ace  McCarron.  Pop-Up Theatre.
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               Marjorie Daw, a small-scale  touring  set in  a  neat  black-box. Animated  set  with  floor cloth  and  properties. Director:  Penny  Bernand.  Pop-Up  Theatre.
               

            

         

         As the curtain goes up, so too do all levels of attention. The focus is narrowed down to specifics. What each viewer sees is of particular concern. Being live makes it all the more engaging. The attention is on the acting area, nothing else should distract, or draw attention. The level of attention very much depends on how professional those on-stage and off-stage are at doing their job.
         

         The numbers of people working behind the scenes will vary with theatre type and scale. On the larger scale show planning may go on several years in advance. Smaller venues may schedule plays late on, often making decisions within the season. The play wants selecting so a ‘director’ will most generally be contracted first. It may well be the director who chooses the play.   Directors  normally  request  a ‘designer’. However, in repertory there is often a financial advantage in having a resident designer. The director and designer establish aims and intentions. They will consider the more immediate concerns of limitation and constraint imposed by space and budget. ‘Publicity’ may have already begun marketing images.
         

         Alongside the director and designer at an early stage is the ‘production manager’ and/or ‘technical director’. They handle all matters concerning the organizing and scheduling of technical preparations and production. Most importantly they handle the budget and see to its allocation. A well-experienced production manager familiar with the theatre or space technically is of the greatest asset. Other equally important members of the team are the ‘lighting designer’, ‘sound designer’, ‘show composer’ and ‘choreographer’.
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               Neil  Fraser,  lighting designer,  and  designer meeting  with  a  proposed lighting  plot.  Beowulf. Polka  Theatre. 
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               Preliminary  production meeting  with  plans  and drawings.  Polka  Theatre.
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               Lighting  design students  at  RADA  working as  a  team  to  plot  a  ground plan  from  the  model  box. Peter  Harrison,  Jon  Rouse and  Gwen  Thomson.
               

            

         

         Throughout the design process, workshops involve themselves by a representative. They offer advice, expertise and opinion. The workshops include: the wardrobe department, and subsidiary departments of the dye room, bijoux or jewellery, decorators, boots and shoes, millinery, the buyers; the wig and make-up department; the carpentry workshop; the property shop; the scenic paint shop.
         

         ‘Stage management’ involve themselves at model presentations to enquire into the ‘working’ of the show for the rehearsal process and in preparation for on-stage. The ‘stage crew’ which see to the running of the show once on-stage consider how trucks, cloths, scenic units and properties might be managed and organized into their on- and off-stage positions. Theatres which have repertory demands, involve masterful juggling acts.
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               Preliminary  model  in  model box  without  side  masking.  Albert Herring. Guildhall  School  of  Music  and Drama.
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               A  preliminary  design rendering  with  coffee  stain. Operation KRT. JCT  Productions.
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               Property  drawings.  Starlight Cloak. Polka  Theatre.
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               Furniture  and dressing  sketch  for  an intimate  scene.  Zastrozzi. Alberta  Theatre  Projects.
               

            

         

         In preparation for production the designer needs to accomplish many tasks. There is the theatre model to build, then the preliminary model or sketch model. An abundance of research and countless drawings and sketches need to be produced. With the finished model go technical drawings of the detailed set as shown on-stage in section, elevation and on plan. Further technical drawings include the scenic units and all properties and furniture to be built. Costume drawings follow with detailed drawings for wigs, shoes, hats, jewellery and accessories. Copious notes accompany the drawings. Copies of drawings and photographs of the model are distributed to departments. Files or bibles are kept, documenting all material purchased, costs, sources and their in-house treatments.
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               Property  maker  Annetta Broughton  and  director Roman  Stefanski  discussing the  animated  armature  for Beowulf monster  head  and hands.  Polka  Theatre.
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               The  props  department spraying  through  stencils onto  fabric  for  the  costume department.  Beowulf.
               

            

         

         Production commences often long before actors come to rehearsal. Measurements of actors are taken in advance with fittings often prior to rehearsals. Workshops plot and schedule deadlines particular to the needs of each item. Workshops are more often than not widely spread out making communication difficult.
         

         Each set item passes through stages to its completion. Each step could involve another department. Allowing time in scheduling for this is of critical importance financially. Materials are shopped for well in advance of their being needed. Fabrics for drapery and upholstery need sampling first. They are then subject to being dyed. If samples dye successfully, orders for the full measure of cloth need to be placed and purchased. Order and delivery may involve days, weeks or even longer. Once dyed they may be handed to decorators for hand painting or appliqué. Eventually they arrive in the ‘soft properties’ department, to be sewn and draped into the design.
         

         The actor’s first day is with the commencement of the rehearsal process. It may be the first meeting for the cast and many of the departmental staff. Model and costume drawings are viewed for the first time. From this moment on, the emphasis is on the director, the company of actors, and stage management. Each department makes direct reference to what is accomplished in rehearsal. This process concerns getting the play ‘up on its feet’. Stage management schedule and run this period with masterful skill in management and organization, note-taking and communicating with all departments. The director and designer become focused on the actor, the movement and relationships. Completed set and property constructions will need attention so as to relate to whatever demands are being made upon them in rehearsal. The remaining build requires the same attention. Ideas on paper may need rethinking. For example: a designed property-puppet may have to adapt itself to the abilities of the three performers who manipulate its movement; a throne’s cavity beneath the seat may be too small for the actor to hide within, as was originally proposed, in which case the actor may need to visit the workshop for a throne fitting; a sofa may need to be much more solid and securely set, now that it is to withstand an actor’s weight as he steps onto the back before leaping over it.
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               Actors  Paul  Ryan,  Milenka Marosh  and  Walter  James in  a  rehearsal  trial  run with  skeleton  structure  and mock-up  costume,  Beowulf. Polka  Theatre.
               

            

         

         There are new and very real demands throughout the rehearsal period. The designer is often wanted in several places at once. The unexpected always crops up. Initial planning with emphasis on priority-built items and units needs to anticipate all these factors. The closer to being on-stage the more the demands for ‘thinking on one’s feet’. Being prepared and thorough in design means making a keen and concentrated time investment early on. Production time is never enough. Planning ahead is essential.
         

         The ‘get-in’ and ‘fit-up’ on-stage lead through   to   the   various   technical rehearsals involving lighting, sets, properties and costumes. Any ‘special effect’, costume ‘quick-change’, set ‘scene change’, along with every ‘lighting cue’ and ‘sound cue’ need working through. They are worked through until perfection is achieved, all timings being recorded and strictly adhered to. Stage-crew and stage management working the show, require precise cues for every action, all of which are practised and plotted. There is a tight time frame for each action on-stage. Safety, however, is never compromised.
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               The  main  stage  during  a  get-in  and  fit-up  weekend.  Beowulf. Polka  Theatre. 
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               Stage  management measuring  from  the  ground plan  to  position  scenic elements  on-stage.  Beowulf. Polka  Theatre.  
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                On-stage  set dressing.  Designer: Neil  Peter  Jampolis.  Banff Opera,  1988.
               

   
            

         

   
         The process for design does not stop until the official opening. Decision-making and changes go on until it is right. When masking for off-stage is looking less than ideal then it is a matter to be solved. When objects draw the eye in by being too bright, they go back to either the dye room or props for further breakdown. Low lighting may successfully illuminate a scene yet the aged quality of some set properties may still read as too new. Highlights on a carved head may appear with impact to one section of seating, yet not be enough for others. Tightening up the elements to harmonize and unify becomes a major focus for the designer once into the lighting states on-stage. A critical eye is continually required.
         

         The audience will rarely pardon the faults. They remember disasters or incidents that distract from the play and its content. Poor masking that renders visible movement of actors and stage-crew outside the acting area can distract enough to disappoint. A well-presented show is always commented upon and will most likely be remembered. Focus should always be on what is being said, by whom to whom, with clarity of idea communicating itself to all seats. The actor never stands alone.
         

         
            
[image: ] 
               Highlighting  with  gold  leaf,  Ruth  Finn  uses spray  adhesive  then  brushes  on  the  metallic sheets.  Polka  Theatre. 
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               Louise Poole  clearly  defined  and well  located.  Albert Herring. Director: Thomas  de  Mallet  Burgess;  Lighting:  Kevin Sleep.  Guildhall  School  of  Music  and  Drama. Photo:  Roger  Howard. 
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            MATERIALS
            

         

         THE SCRAPBOOK
         

         Commence a scrapbook for the accumulation of cuttings. Begin collecting and assembling images with reference to natural, handmade and manufactured design. Label with name, year, place of origin and source. Create several ongoing scrapbooks. Include photographs, magazine images, newspaper cuttings. Surrounding us daily is a substantial library of free throw-away reference material. Categorize these images under specific titles. Begin with hairstyles, shoes, furniture, foliage and trees, flowers, fencing, ethnic costuming, traditions and rituals, lighting, building materials and so on. Archival scrapbooks become an excellent reference.
         

         SKETCHBOOKS AND PAPER
         

         Hardcover sketchbooks for project work, exercises and as a diary prove ideal. The artist’s sketchbook is available in various size formats. Sketchbooks serve many purposes and their portability adds to their practicality. A sketchbook that is smaller than A4 is perhaps more suitable for the pocket, for daily sketching and recording ideas while on the move.
         

         Thoughts are bound together in the hardcover format. The presentation of ideas portray a process in thinking through and discovering. The larger formats encourage a bolder creative approach. Paste, write, sketch, draw and paint into your sketchbook. However, watercolour is best suited to the heavier-weight paper sketchbooks. Build up on the pages imaginative ramblings. Apply the foundations of design. Sketchbooks should exhibit an inquisitive mind, searching and exploring, and be brimming with ideas. Sketchbooks fulfil a purpose.
         

         Sketchbook quality differs so as to serve a purpose. Since paper quality varies significantly with manufacturer and book type, it is important to choose something suitable for your intended task. Paper is manufactured in various ways for specific purposes – for example, for drawing, painting, printing or construction. Paper sample packs from specialist art shops offer an introductory range. Keep a record of sample papers, the manufacturer’s name, intended use, price, size and surface characteristics.
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               A  sketchbook  collage  for  Spilt Milk, small-scale  touring.  Pop-Up  Theatre.
               

            

         

         Sketchbooks

         Hardback books, acid-free cartridge paper, for drawing. Gsm 90–140.
         

         Watercolour Sketchbooks

         100 per cent cotton rag paper, acid-free, mould-made, HP, NOT or Rough surfaces available. Gsm 140–638.
         

         Paper

         The three main surfaces types are: HP, NOT and ROUGH.
         

         
             

         

         HP  is the smoothest surface, formed through the manufacturing process. This is through HP or hot pressing. The pressing is done between sheets of metal. The process of CP or cold pressing is the alternative for smooth surfaces.
         

         NOT  is a less smooth surface that has not been pressed by a hot or cold press. Traditionally it has been pressed without using felts.
         

         ROUGH  is the least smooth surface. This is achieved by drying the sheets between rough felts, and not through pressing. This paper is generally not handmade. The manufacturing process may vary between firms.
         

         Paper  Weight

         Traditionally paper weight was for a ream, this being a quantity of paper made to a particular size. This can be misleading in that a large sheet may not be as thick as its ream weight implies. Today, however, the weight is for a square metre single sheet. It is measured in grams and noted as ‘Gsm’. Therefore the heavier the paper, the thicker it will be.
         

         You can purchase paper by the sheet, the ream which is a quire of 25 sheets, or by millpack which can vary from fifty to a thousand as the mill prefers. A vast range of machine-made and handmade papers are available from different countries. Become  familiar  with  the feel  of  paper  between  your  fingers.
         

         
             

         

         Note: h/m is handmade and m/m is machine or mould made.
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               Sketchbook  designs  for  Marjorie Daw, variations  on  a  theme.  Pop-Up  Theatre.
               

            

         

         
         

         Cartridge  Paper

         College  cartridge:  an economical good drawing paper, with a slight ‘tooth’ to the surface, which lends itself to charcoal and general drawing purposes. A wood-free paper that comes in natural white. Gsm 115.
         

         Heavy  Cartridge  Paper:  wood-free, matt surface, suitable for drawing. Gsm 130 and heavier weight paper for watercolour and for printing at Gsm 300.
         

         Heavyweight  Cartridge  Paper:  Economical, wood-free, acid-free, with a semi-smooth surface. Ideal for mixed media applications including drawing, ink, wash, printing and painting. Gsm 190.
         

         Watercolour  Paper

         One hundred per cent cotton rag paper, mould-made with animal gelatine size. Made acid-free. Internally stretched, resulting in a surface resistant to fibre lift, as when removing masking materials. Lines will not feather when pen and ink is used. It will stand up to multiple erasures when using pencil and charcoal. Very stable with little or no distortion when soaking or when applying heavy washes. Often deckle-edged. Available in HP, NOT or ROUGH surfaces. Varies between Gsm 150–640.
         

         Assorted  Papers

         Pastel  Paper:  a uniquely surfaced paper for pastel work and printing. When using a pastel paper for watercolour, first stretch it out onto a board with paper tape. Manufactured in a wide range of colours. For drawing use Gsm 95–100 and for watercolour use Gsm 160.
         

         Tissue  Paper:  available in a good range of colours. Suitable for collage work and scale figure model-making.
         

         Layout  Paper:  an ideal see-through paper for graphic and design work. Gsm 45 plus.
         

         Marker  Paper:  extra white non-bleed paper for markers, coated to be streak-free, a see-through paper. Gsm 70.
         

         Tracing  Paper:  a light- to heavyweight paper for artwork layover. Gsm 60 plus.
         

         Acetate  Sheeting:  a clear and protective overlay. Permanent markers will dry to streak-free. A specialist acetate sheeting by the roll is suitable for watercolour applications.
         

         Stencil  Paper –  Oiled  Manilla  Paper:  vegetable-oil treated, water resistant.
         

         Mountboard

         Suitable for set model construction. Available in white or with one side coloured or black. Lightweight is 1000 micron or Gsm 725. Heavier is 1500–2200. Use acid-free for picture mounting.
         

         Foam  Core  or  Foamboard:  this is a double layer of light white card sandwiched with foam, used as a presentation base or constructed into models giving thickness and structuring. Size 3mm, 5mm and 10mm.
         

         Black  Foamboard:  is black throughout. Size 5mm.
         

         
         

         ART ACCESSORIES
         

         Prepared  Size:  a gelatine used to reduce the absorbency of paper, boards and lightweight textiles. It is applied with a brush and flows more easily when warmed in a pan of water for a few minutes.
         

         Gesso:  a white opaque size, used as a primer for canvas, paper, card and board, or masonry, suitable for oil or acrylic painting. Gesso gives a pure white matt finish with a porous tooth surface. It can be sanded to a glass-like smoothness. Semi-absorbent primers are suitable for canvas oil, acrylic, water and tempera painting. It can be rubbed down with a fine abrasive paper.
         

         Rabbit  Skin  Glue:  a size in crystal form, to be soaked in water and heated through a double boiler. Size is used as a primer for canvas, as a medium for natural pigments. Also suitable for oil paint applications. Size protects the canvas from the oxidizing effects of linseed oil, found in oil paints and grounds.
         

         PIGMENT, PAINT, AND MEDIUM
         

         Pigment

         Available in powder form, to which agents are added for binding. Early binding methods involved the use of sizing materials  like  honey,   gum,   or  egg. Linseed with pigment produces oil paint. Egg white and yoke with pigment produces tempera. Gums and size mixed produce watercolour. Resin compounds, water and pigment produce acrylic.
         

         Acrylic

         Acrylic polymer-based paints for artists have a binding medium of minute solid particles of plastic resin suspended in water. Acrylic paints comes in a rich colour range. They dry rapidly and are water insoluble when dry. They are of a flexible nature and do not yellow with age. The result is a permanent durable plastic paint film. There is a fluid range, made with pigment not dye, offering strong colour with thin consistencies, like indian ink. Disadvantages for rendering and model making could be in their rapid drying time; this does not allow for easy blending and once dry they become insoluble. Brushes must never be left standing for any length of time with paint in the bristle, but must be kept continually wet or rinsed.
         

         Watercolour

         Watercolours have a moisturizing agent so, although left standing unused for months, they will immediately dissolve when water is added. The binding agent ensures that the pigment is dispersed evenly. The established names in watercolour manufacturing for artists produce high-quality paints, with an excellent range of colours. Binding agents or gums for watercolour may include honey and gum arabic. Watercolour paints contain no opacifiers and are therefore fully transparent. They are supplied in small pans as dried pigment blocks or sold in tubes. A paint box with paint pans becomes a treasured life-long companion.
         

         
            NOTE

            Initially purchase spectrum-coloured hues. For the making of a colour wheel and for your foundation paint box, choose the pure saturations, or brilliant hues as sold by artist paint manufacturers. (See Chapter 4 on ‘Colour’.) Buy-in additional colours to the range later, avoiding too elabo rate a pre-mixed range of colour. Once you understand the colour wheel, you may prefer to mix, rather than buy-in pre-mixed colours.  
            

         

         Gouache

         Designer gouache is water-soluble opaque paint that remains soluble when dry. They produce a solid opaque quality and have a good mass tone. The medium is gum arabic – a dextrine solution in water. Gouache dilutes to a wash. Use with sable, bristle or nylon brushes. It is suitable for painting on paper, boards and watercolour blocks, and is supplied in a large range of colours. Excellent paint for all designer tasks from colour sketching and renderings to model painting. Sold in tubes. Note that when the screw tops are left off for extended periods the paint will dry hard, yet remain soluble with water.
         

         OTHER ACCESSORIES
         

         Aquapasto:  a gum translucent jelly miscible with water. It adds an impasto effect to watercolour.
         

         Art  masking  fluid:  a rubber latex that, when applied, gives a waterproof film to protect areas from colour applied in broad washes. Removes by rubbing with eraser or peeling. With or without pigment.
         

         Gum  Arabic:  a natural gum, water, preservative. Increases gloss and transparency. It is the primary watercolour binder.
         

         Watercolour  Medium:  a pale-coloured gum solution to improve flow of watercolours.
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            FOUNDATIONS OF DESIGN AND DRAWING
            

         

         FOUNDATIONS OF DESIGN
         

         Design is a form of enquiry. It is an attitude, not a method to be learned and then practised. Design is a plan for order. It concerns itself with form in the most fundamental sense. It is about the markings made by tools, through medium and technique. Design is not an end in itself but more a way of making one more aware. To be effective, design needs to fulfil its purpose. When design is interesting, it then shows individuality. Design’s resulting forms and orders are not in themselves an art form.
         

         Design reveals a state that is unique to people, place and time. Design may become dated or redundant yet it may evolve into new forms. The new forms may change to better suit their own time. Practical design needs to develop to meet new demands. Ideas may fundamentally stay the same, yet the form, style and their details may vary. At any given time, one idea may take on various forms between different cultures.
         

         Looking at the invention of tools and materials, we see examples of change through time. Design which falls into categories supporting survival shows a strong sense of ingenuity. Design that excels, does so by being most effective for its own time. Note architectural building materials, household appliances, furniture, clothing, the laser and computer.
         

         Natural        design        displays:  RHYTHM, VARIETY, BALANCE, FORM.
         

         Natural  design  is  represented  through: LINE,   TEXTURE,   COLOUR,   VALUE, SHAPE.
         

         Categories  of  shape  are:  NATURAL, ABSTRACT, BIOMORPHIC or non-objective, GEOMETRIC.
         

         
         

         CHARACTERISTICS OF DESIGN
         

         Line

         Mark-making as represented historically exhibits endless variety and ingenuity. Line has reinvented itself with new materials and tools, as seen with the chisel and the laser. Line is a by-product achieved through applying tool to material, be it from the pencil lead on the page, to the formation of lines in the landscape by wind or rain. Line is a series of dots that indicate direction. In a sequence they traverse the surface, either by marking the top tooth surface or by etching themselves into its surface. Mark-making may be permanent or non-durable. A line creates boundaries and will cause separation. All line has character. Line is used both by the plastic arts in sculptural form and the graphic arts for surface type work.
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               Rolling  textured  colour effect  over  a  well-textured flat.  Scenic  artists  stand  on a  bridge  elevator.  Duncan Clarke,  Jo Dench,  Sophie Leach,  Alex  Madden  (in hiding).  Guildhall  School  of Music  and  Drama. 
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               The  model  for  Twelfth Night, heavily  textured  with  cut-out  leaves.  The  furniture,  trap  stairwell  design  and  scattered  leaves  help  animate  the  stage  rake.  Director:  Bernard  Hopkins.  Courtesy  of  Stratford  Festival  Archive,  1991. 
               

            

         

         Line obtains style through its references and through adapting itself to suit its function, as well as a type of signature of its artists. Design exhibits a sense of stylish line. The technique employed and how its medium is handled produce a style.
         

         Texture

         Line and texture are somewhat inseparable. Texture is automatically created when a line is drawn. It becomes a by-product of the process, therefore unavoidable. Characteristically, it is either rough or smooth. Texture is the tactile, physical nature of line- and mark-making. It is the surface character of substance. Like other elements of design, texture supports idea and intention. Texture is implied by patterns, rhythms, and quality of light and hard pressure on a surface. Texture in drawing is characterized by the volume surface-state, and from the medium and materials used.
         

         Three  types  of  Texture:  ACTUAL, SIMULATED, INVENTED.
         

         Texture has strong characteristics associated with people, place, object and nature. Texture creates spatial relationships, defines and separates and proposes volume. It can create the illusion of the three-dimensional. Texture adds interest to area, and can be employed to describe the effect of light upon a surface to stimulate tactile responses. A blurring of textural detail may suggest distance, while that which is focused and clearly detailed will seem to advance.
         

         An over-emphasis of textural interest within one area can detract from the appreciation of the whole, thereby destroying unity. Distance and effect need to be considered carefully when creating texture. Overplay may cause spatial discontinuity. This in effect makes texture detach itself from the area where it is presumed to exist. Excessive texture may become no more than visual padding. The pattern may then appear as purely decorative. Texture will enhance the emotional experience. It adds feeling to form, heightening the associative relationships of memory, time and place. Advice is to use texture in careful harmony with other design elements. When used functionally, it speaks volumes.
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               Sketch  model  for  Beowulf. The  voile  flats  have  texture  and  pattern  drawn onto  their  surface  with  coloured  felt-tip  markers.  Polka  Theatre. 
               

            

         

         
         

         Exercise

         Take rubbings from material and substance. Apply a sheet of lightweight cartridge paper to a surface and rub over with pencil, crayon or pastel to create ‘frottage’. Collect samples of frottage in a sketchbook. Create papers with texture by frottage, use as a ground for sketching or painting. Scene renderings and property drawings can be effectively enhanced. Relate texture to the subject matter.
         

         Texture can also be obtained through printing. This is achieved by simple block or stamp printing. Roll out water-based printing inks onto a glass or plastic surface. Take an object or article and press it down firmly onto the rolled ink. Stamp onto the paper surface. Alternatively place the paper over the surface printed with ink and rub with the back of a wooden spoon. Fabric dipped into water-based paints, wrung out and stamp-printed onto paper produces exciting grounds.
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