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and problems solved. Drawing is where artists begin and for
many, it remains a constant and Important part of their practice.
The perceived Intimacy, for viewers, comes both from this direct
relationship between artist and artwork — the uninterrupted

line from eyes to brain to hand to paper — and the fact that
drawings very often represent a new thought, a new observation

a new encounter.

The intimacy of a drawing can be both heightened and diminished
by the presence of a human subject. An active, sometimes
collaborative sitter, with whom the artist might have a pre-existing
relationship, can create distance between drawing and viewer,

as we become outsiders looking in, witnessing a single scene

within a longer story. Often, we can guess at the circumstantct:iensg in
which a portrait has been drawn, taking clues from pczu'%i,e sr: that,
colour palette and style, but we remain aware, as obs;rrsta;d'
there are dynamics at play that we can nevel: fully un

But human faces, bodies and feelings are univers ;

Portraits can elicit deep emotional resPonseS,tE: e
know nothing about the sitter, and s.eeplng e_m;: ks
an artist’s eyes can provide a deep insight INto

the artist views the world.

through
hich

As this exhibition demonstrates, both portraits and drawings

come in many forms, perhaps never more so than in the twentieth
and twenty-first centuries when both have been approached in
increasingly diverse ways. Artists make drawings for a variety

of reasons and with varying levels of finish, from sketches in

pencil, charcoal or ink to finished works in pastel or watercolour.
intended for display. For the most part, portrait drawings are more
informal than portraiture in other media. They tend to be made on

a smaller scale and are more often the result of a private moment
than, for example, a painting in oil on canvas. Traditionally, when

we think of portraiture, we think of faces, of posed bodies and of

a mutual, often transactional, contract between artist and subject.
but portraiture has expanded beyond this definition. The drawings
brought together here include images of people who were unaware
they are being represented, abstracted figures, models in the guise
of someone else, and, in the case of Eduardo Chillida’s Manos,

a move away from the usual focus on a sitter’s face.

Although the traditional hierarchies of art forms have become
Increasingly irrelevant in recent times, artists throughout the
twentieth century rarely chose drawing as their prime mode

of expression. Despite this, drawing, as a practice, is often the
foundation on which an artist’s work is built. Drawing can begin

a creative process, untangle a knot or provide respite from other
forms of making art. Chillida, who was better known as a sculptor,
created a body of hand drawings over many years, which allowed
him to explore space, volume, movement and three-dimensionality,
while Matisse often made drawings in order to solve compositional
problems that he had encountered in his paintings. Matisse’s
reliance on drawing increased in the second half of his career,
when the practice became less about finding solutions and more
central to his creative process. For many artists, drawing serves
as a form of exercise, a regular activity that keeps ideas flowing
and generates new ones. Some artists draw as a matter of routine.




a series of etchings.

The Surrealist artists recognised the potential of drawing to unlock

an idea. Aiming to access the subconscious, artists such as Joan
Miro utilised automatic drawing, creating instinctive, unpremeditateg
marks on a page from which they would develop an image. Mird’s
distinctive visual language of biomorphic forms and simplified,
childlike imagery grew out of this practice. Others have found
the spontaneous nature of drawing to be useful in similar ways.
The American Abstract Expressionist painter Willem de Kooning
made many drawings throughout his career, all of which fed directly
or indirectly into his finished compositions. Adopting processes akin
to the Surrealists’ automatism, de Kooning sought to express his
unmediated thoughts by removing layers of control from his image-
making. He would draw, for instance, with his weaker left hand or
while he was watching television without looking at the paper.
This function of drawing as a means to find the ur?knc.)wn, was s
described by Bridget Riley in 2009: ‘For me, drawm.g is an eng ty
indi i ina that | discover 1S that | do no
a way of finding out - the first thing o S
Know". 2 For this reason, drawings often record a tran

i evelopment
in an artist’s career: the discovery of a new motif, the d
of a new style, a new approach to form or colour.

For artists for whom drawing is a regular, if not a daily, practice.
the people around them can provide ready subjects. A prolific
portraitist, Lucian Freud depicted friends, lovers, members of

his family and people he found interesting, often portraying the
same sitter again and again. An existing relationship between
artist and subject almost always heightens the emotional Intensity
of an image, as artists consciously or unconsciously infuse an
image with the psychological undercurrents, sexual energy, power
dynamics and other tensions that impact their connection with
that person. Freud's early portraits, which tend to be closely
cropped and focus on a sitter’'s head, are particularly highly
charged, especially his drawings in which emotion and mood are
expressed through stark linear features. Freud understood that
his images of those closest to him served as double portraits,
revealing something of both his sitter and himself. This duality

Is made explicit in his 1947 ink drawing Flyda and Arvid, in which
his then wife Kitty Garman is depicted in profile, head only, her
large eyes looking straight ahead across the plane, while a
partially obscured Freud appears behind, his one eye looking
past Kitty and directly at us; both appear troubled. Celia Paul,
who has also made many portraits of close friends and family
members, has described herself as an autobiographer rather than
a portrait painter, acknowledging the implicit self-portraiture in
her images of others including her mother and sisters. Imbued
with an emotional intensity that can often feel melancholic, Paul’s
portraits and self-portraits remain relatively constant in their tone,
even as she moves from sitter to sitter, suggesting that it is she
rather than her subjects who determines the pervading mood.

In contrast, the mood of Picasso's portraits of his wives and
lovers varies greatly, but those images are also shaped largely by

~ the artist's own emotions. Indeed, Dora Maar, Picasso’s partner
between 1936 and 1944 and the model for the series ‘La femme

qui pleure’, felt the portraits were primarily about Picasso rather
than herself.
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::zs;me':at'on- US}'”Q pencil, crayon, charcoal or paint, Auerbach
eF IS portraits on paper, forming an image out of rapidl
dramfn, Jjagged lines that dance around each other and interzeci
The intense creative labour involved in his drawings is often |
evident through signs of erasure, rubbing, reworking, patching,
and the multiple layers through which his images are composed.

Giacometti’s imprecise, voluminous drawings have a similar kinetic
ghtsman, the Swiss artist made many

ut also developed a practice of drawing his
ospectively, 10 reflect on compositions
d. The drawing in this exhibition, for

50 sculpture Quatre figurines sur

d by four naked women in a Paris

e. Perhaps this exploration of his
an examination of a former
here to 90 next.

energy. A prolific drau
preparatory sketches b
own sculptural works retr
that he had already create
example, references his 19
piédestal, which was inspire
brothel viewed from 2 distanc

earlier work Is a self-portrait in itself, _
moment undertaken in order to decide W

creative

ines sur piédes

audé (Quatre figur

ometti, Rue dé I'Ech

Alberto Giac




In contrast to the preparatory studies of Auerbach and the

introspective drawings of Giacometti and Chillida many artists David Hockney, quoted in https://jesssmartsmiley.
make stand-alone drawings that are intended for public diSp!ay wordpress.com/2013/05/16/drawing-with-a-camera-

In the mid-1 lucida/

3 : . 990? IP aur:fa Eeio Beoas r.nake |arg€—scale narrative Bridget Riley, quoted in https://www.Irb.co.uk/th /
rawings in pastel, which she has described as ‘like painting with v ',dy' 5 ; thp L SEAN " '| b

your fingers’. The American artist Kara Walker has also made LS R el b R

large-scale pastels in recent years, including a series of allegorical
portraits of Barack Obama and epic scenes the size of grand
history paintings. The versatility of drawing allows artists such as
Walker, for whom drawing is a primary medium of expression,

to create these striking compositions that can compete with
painting and sculpture to gain a viewer’s attention, as well as
small pencil or ink drawings that require a viewer to move closer
rather than stand back. Drawing has also been important for David
Hockney, who has approached the medium in many different ways
and made many portraits of friends, lovers and public figures in a
variety of media including pencil, ink and coloured pencil. In recent

Alberto Giacometti, quoted in James Lord, Dessins
d’Alberto Giacometti, Paris: Editions Seghers, 1971, p. 26.

years his drawing tool of choice has been an iPad. After a period
in which drawing became unfashionable as artists sought ‘newer
ways of making art, contemporary artists are rediscovering the
medium as an exploratory one. Transferring the drive to push
boundaries to the medium itself, they are redefining the field by
making drawings using unusual materials like wax, glitter and hair,

and embracing unconventional techniques such as burning, sewing

and digital technologies. At the same time, contemporary art.ists
are increasingly recognising the value in sketching and drawing
from life and looking back to learn from the drawings of the past,
a practice that is important to British artist Glenn Brown whose.
works frequently reference historical art. The possibilities for this
ancient, contemporary and ever-evolving art form are endless ar.Id
exciting. As Giacometti famously said, ‘If one could master dr-aWirﬂ:?:
all the rest would be possible. Drawing is the basis of everything.
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Drawing 2 (after Tiepolo)

Glenn Brown (b. 1966)
Executed in 2023
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