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The space in-between

The in-between space
My paper will use the metaphor of negative space in drawing to place the draftsman/observer pair in what is named as reality; to suggest that drawing be seen as a unique way of investigating reality and of transmitting information about this investigation whilst detouring verbal communication.

I’m not interest in drawing as an artistic achievement, but as a process of analysing and understanding reality through successive abstractions and/or codifications, that are opened, in the sense that they do not tend to crystallize in a simile of language but are, all the same, universally understood.
“Drawing is a form of record and research, as well as a way of understanding reality - whether an inner reality or an outer reality - and a creation often made from that prior research. It is a thinking process, a method, a skeleton, but also an explanation (better than words), an illustration, and even an artistic object (and the enumeration goes on).
Drawing is as much the action of performing as the resulting object.”[1]
Drawing establishes a link with visual reality that embodies a very personal process of research and it is the register of a relational space between the observer and the observed.
 

Because we put so much of our mental and physical identity into the act of drawing, the perception of this evidence makes drawing a rare form of communication: simultaneously personal and universal, and also capable of conveying complex ideas across barriers of language and culture.
Drawing, as an object, is formed by a group of lines, or of lines and coloured-in areas, which spread over a surface. 
When drawing from life, one tends to ignore what exists between materials as a kind of negative space, and focus on what is actually seen; the eyes look at the model and stop at successive points, sketching an organization of observing that will be recorded over the surface with lines and marks equivalent to the object observed.
Our perception is more than the simple recognition of those marks - which define shapes, sketch forms, and are mainly abstractions of reality, and the drawing may aim for representation, or to the contrary, it may simply present … itself.

 

The link to reality is not the only subject of drawing, but it is toward life drawing that I will direct my attention at present.

 

Line is one of the main elements of drawing; the moment we draw a line over a surface, we immediately awaken countless possibilities of relations between what is drawn and the plane of the paper.
We do not just have the register, as such, but every accident happening inside the surface of the plane becomes an active or passive element of the drawing.
The presence of the material object, the model, imposes itself in the first steps of the drawing from life, and it is this materiality that the artist begins by circumscribing, identifying the model, perceiving it, and defining the shape that will represent what is being observed.

 

The moment this first line appears over the picture plane, the surface acquires a new quality, as we have actually divided it in two areas, two entities: that of the shape itself that we name as positive space, and everything else around it which does not include the shape (until the edge of the paper) that we name as negative space; their relation is inseparable, in a way very equivalent to what our eyes perceive as the seen and the unseen.

 

The line used in drawing is analogous to the way the brain registers and simplifies visual data, although it does not exists as such in reality - “it is a non-existence that allows the representation of existences”[2]. 

So now, simplifying somehow, we have two groups of data in the brain:

One contains information about the object in question, impulses and synapses that relate to each other to state:  “object/model”. 

The other is information about the representation of the object, impulses and synapses that relate to each other to state: “drawing of the object/model”.
They are different groups of data, perceived by the brain in different locations but, all the same, intrinsically related to each other as: what is, and what represents what is.
This line however, indicates a choice made between an infinite number of possibilities; it is the draftsman who chooses to what the line will correspond, from among a scope of infinite possibilities which the observer will be able to perceive.

 

Of course, objects do not have a contour. Take any round form as an example and you’ll know immediately that the contour depend on your observing it with only one eye and without movement. The moment you have both eyes open or move the head slightly, this illusion of an outline changes completely. The same is true of almost every observable thing.

 

When circumscribing a form, a line defines a being of existence and a non-being; a negative existence surrounding the positive one, establishing a dialogue of possibilities between what is and what is not.

 

So one may say that every line registered, which is drawn from reality, brings to the surface the full scope of existence, transposed to the drawing plane from the full scope of experienced reality: the eyes see what the light allows them to see, but the draftsman regards the world as a whole, as understood by the mind.

 

As a result lines, in drawing, are both the representation of the end of the visible object, as well as an accounting of the end of the invisible, according to what one intends to acknowledge. 

 

But it is possible to invert the process by drawing the space surrounding the shape as a positive form, ignoring the object: that is, registering the negative space that will then become akin to what we usually perceive as matter.

 

Then the object, the seen, will now appear in the drawing as a negative existence.

We will be drawing what is not seen, yet what links everything to everything. Shall I say space, or the representation of the intuition of space?
 

Looked upon from this perspective, a line is equivalent to zero as the place where positive and negative meet.

Thus the line may be a beginning or an end; however, in a drawing it will always represent a bringing into existence, from the blank emptiness of the page to the awaking of an unending cosmos of graphic possibilities.

 

I am not considering a reduction to nil, I am thinking rather of an inversion of opponents, where the existing - the material, the visible, the object - defines an opposite that is the absence, the invisible, the immaterial, the non-object.

In drawing, this opposition materializes itself in the contour line, which appears as the zero degree of all possibilities of the seen and the not seen. 

However, this line does not have a pre-defined place, or any other stipulated geometrical location, as all depends on the intention and wish of the draftsman.

 

It is through the relationship of the lines that shape takes place, changeable at any time as the draftsman organizes his or her world. But inside this borderline of approaching-to-zero, there is an unending moment of interpretations and promises that traces the identity of the draftsman, and infinite as they are, we may say that there are almost no two lines alike, inside the line. 

  

The coloured-in area, on the other hand, occupies the surface space and defines it, filling it with life when it spreads inside a shape, blurring contours and misleading the senses when disrespecting the frontiers, or, when it spreads over the inside of a delineated void, triggering a violent inversion where emptiness becomes an entity, deflating matter into nothingness, and presenting us with the true void: the absence of what was before.

 

The moment we accept material existence as what defines its opposite, it also means that we are considering void and emptiness relatively, and, what is more, accepting non-being within the scope of the possibilities of existence.

If we accept the line as the border of the two, we could also accept that we are considering, through those lines a location, where that all the possibilities of being and non-being are registered and co-exist in an unending flux of relations, that is the drawing.

 

However, it is a material mind that is thinking, and material eyes and material hands which are sending impulses to the brain, and the moment that we draw a non-visible nothing, allowing it a possibility of being, we go across the barrier of our own material being and discover evidence beyond what the senses are telling us.

 

Then the void between existences, the negative space of designers, or the silences between sounds, becomes the real locations of transcendent reality, invading and balancing us into .

 

Seen from our primate eyes, reality looks very observable, but if I think that those same eyes are organized to decide what to see, yet they see the unexpected, the transparent, the non-visible, or the empty void becoming matter, may I say those eyes are seeing the transcendent? 
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