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DESIGN IN EVERYTHING

by Mrs. Hilda Darbyshire

Perhars the best designer we have encountered is Nature
herself, and many of the designs found in Nature can be used by the
Leathercrafter. Some of our members hesitate to work on designs
of their own, excusing themselves by saying they "just don't have
the time to spare." This could be quite true of course, or Ht
could be rationalizing. Actually, we are all designers with var-
iations in abilities., The lady of the house who moves her furniture
around to create a more functional and pleasing arrangement is de-
signing just as surely as the landscave gardener. Basic to good
design is PLANNING and EXECUTION and once we know what is involved
in these two facets, we are well on the way to new horizons. Let
us first turn our attention to PLANNING,

Just as the architect uses a olan for his buildings, so
must we vplan our work in such a way that it meets certain standards
of CREATIVITY, IMAGINATION and SELF-EXPRESSION, and at the same time
employing what have become standards of COMPOSITION. Planning must
also impnly function and simplicity of construction, and we all know
how functional are our purses, wallets, bags, and so on., In plan-
ning our work then, we must consider each of these asvects and ar-
rive at a balance where each of them assists the other - a wedding
of the whole. This does not mean that the design may have no domin-
ant features, there should be strong points, but these should be
properly located, and masterfully executed. And this brings us to
perhaps the most imoortant vnart of our nlan - composition.

Composition simonly is the balance of masses, and once we
know how they should be balanced, a major problem will be overcome.
Fortunately, certain ground rules have already been established,
and although we might term them "traditional approaches" they embody
what most of us have found to be most pleasing. The basic forms of
composition are illustrated in Fig. la, b, ¢, d, e and £ and it is
on the basis of this form of composition that we take the next step-
the balance of masses.
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Fig. 1 - Composition of 1lines ¢

BALANCE OF MASSES

Balance is achieved by "weighing" one object against an-
other. 1In Figure 2, tone is used to balance volume, but balance "in
plane" is static and flat. More interest and a feeling of motion

is created if masses are balanced in persvective, as shown in
Figure 3.
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Fig. 2 Fig. 3

Now that we have established two basic starting points,
the Composition of Lines and the Balance of Masses, we now turn to
consideration of the remaining svace that is available. Most auth-
orities agree that composition includes the following:

(1) APPEARANCE - what the eye sees physically.

(2) WHAT THE EYE IMAGINES - The reality made up of abppear-

ance and a knowledge of the subiect (see Fig. 4).

(3) DEEPER EMOTIONAL IMAGE - the conditioning of an artist

by his sensitivity to the subject.



It is worth
noting at this voint,
that 1lines can create
an emotional effect at
the same time that the

eye is led to the
centre of interest,
Horizontal 1lines tend
N to suggest tranouility,
e a sense of calmness
and peace. We could
make use of these in
scenes devicting lakes
© at rest or the "lowing
, herd winding o'er the
lea"”, Vertical 1lines
give height to a work,
for example, columns.
They suggest dignity,

strength and solemnity.
While vertical 1lines
will tend to provide
stability, diagonal
lines give a feeling of
movement and speed. The
more slanting the line,
- e fills in the blanks the greater the action
e ove TLL implied. Indeed, the
line can be slanted to
such an extent that it
is unbalanced. Figure 5 illustrates these situations with a stick-
figure., Fig. 5a shows a figure "at rest". The walking figure,
shown in Fig. 5b, is representative of the verticle line, while in
Fig. 5c, the running figure is leaning to such an extent that he is
liable to fall over,

Curved lines suggest femininity, restlessness, and to some
extent, weakness. The graceful sweep of the willow, and the dancing
clouds are examples where use would be made of the curved 1line -
avart from the female form,

BALANCE IN DESIGN

; We have already mentioned the Balancing of Masses, and the
importance that can be attached to this asmect of design. Recognis-
ing then that the designer has arranged a suitable balance, he must
next place his design on his leather. It is advisable, excent in
rare cases, to avoid centering the orinciple vpoint of interest. A
simple way to establish the location of the noint of interest - and
usually, there should be only ONE nvcint of interest, is to sketch
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an outline of the object (physically or mentally) and divide the
space both horizontally and vertically into thirds. Any of the
four circled places are suitable for the centre of interest. These
points are usually referred to as the "strong points of compos-
ition", and are illustrated in Fig. 6.
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Fig. 6 Strong points of composition

A design may of course, be balanced in weight of line or
texture, and it is in this area that the "sky is the limit" for
the leather-craftsman. Although limited to some degree in the use
of color he can, by the skill of his tools, show light and shadow
as did the wood-cut artists of old, and modern-day photogravphers.

If you have an attractive motif
that looks "lost"" in the leather, int-
erest can be created by a suitable frame.
This is not a new technique, but one that
is not too frequently used by leather- —_—
crafters. Place the motif within a frame TN T R
- a tree, or an archway, or an oven win-
dow - and purposely subjugate the fore-
ground to emphasize the object within.
This does not mean that we should 1lose
the quality of our medium - leather -
within a mass of carved or tooled shaves.
Remember, the very essence of good design
is simplicity. So, if a frame is to be
used, Keep it simple and functional.
Thits. ddea wdsi wdllustrated ' in Fig. 7. Fig 7 Keep it simple




We have made mention of a most important word SIMPLICITY.
Actually, in speaking of good design, we could po further than
speak in terms of simolicity - we could say "LEAVE OUT". Too
often, the 1life of a beautiful piece of leather is slashed to
pieces under the restless knife of the leather-crafter bent wuopon
carving a masterpiece, Perhapns this point can be better explained
this way.

Suppose you are out in the car one day, and see a scene
that has particular apoeal for you. You photograph it, and have
the film processed. Eventually, you have an enlargement made of
the pvicture, say &" x 10", Using a mapping ven and waterproof
India Ink outline right on the picutre, the most imvortant parts,
or the parts that you yourself feel would made a good composition.
While waiting for the ink to dry, prevare a bleach bath consisting
of Potassium Ferricyanide and pr—sk== -
Hyposulphate, Pour this into | 7 ~~-= _—__-.- 4”J“q ’
a dish large enough to take g
the 8" x 10" pirture. You can 7
actually purchase this bleach . S
from a ohotogranhy store - M=
just ask for Farmers Reducer.
Immerse the picture in the
dish, picture side up, and
you will see the original pic-
ture gradually disappear.

What is left is basically an
etching orovided by Nature,
and it was presented to you
free, and for the taking.
This opportunity is all be-
fore yowy all that is needed
are the eyes to see it., Of
course the picture may NOT
be exactly the way you would
like it, and bere is where
you have a free hand to make
any changes in accordance
with GOOD DESIGN. For example
look at the scene shown in
Fig. 8. This is an everyday
scene, but missing in one im-
portant detail - it has no
depth. Shade in the dotted
area, the tree in the right
foreground, and notice how
this gives depth to the
scene, and makes for a more-
acceptable picture.




In summing uo what has been said then we emerge with these It
points:

Design requires planning and execution. The ability to ‘
perform the work is taken for granted - we are leathercraftsmen.
Planning involves creativity, imagination and self-exoression. \
Additionally, we must make use of the rules of composition. These
require a basic knowledge of the composition of lines and the bal-
ancing of masses. The lines that we use may be straight or curved
devending upon the situation we are trying to create. Texture is
a plus as far as the leather-crafter is concerned, and careful se-
lection of materials will further enhance the work provided that it
is vermitted to do so. Make use of the simvle devices that focus
attention uron the work - frames, trees, archways, and so on. And
finally, when deciding upon a design, ask yourself before vou make
that first cut, does every 1line mean something, or can some be
left out.

The golden rule is simnlicity: leave out what is extran-
eous.

CRAFTY BITS

Three of our C.S.C.L. members had the honor of having an ‘
article chosen by the Canadian Handicrafts Guild (Ontario) to be
placed at the very exclusive exhibition at Dartmouth College,
Hanover, N.H. They were Mrs. Clara Cavanagh, Barrie - Tote Bag;
Daphne Lingwood, Caledon East - leather necklace and Olivia Smith, ‘
Toronto - belt with stirling buckle. Congratulations! |

Mrs. Lillian Beech, Burlington was honored at Hamilton's
10th Anniversary banquet in November 1966 for her perfect attendance
record for the first 10 years of the Hamilton Branch of C.S.C.L.

A presentation of a leather pen stand was made to Lillian
for her faithful services. Lillian became an Associate member in
1966 and was the convener of the 10th Anniversary party and now is ‘
the new 1967 chairman of Hamilton Branch. Can you beat this?

The editor regrets that the following names were omitted
from the last bulletin: Gladys Riddell on the C.S.C.L. executive
council and on the I.A.L.C. executive - Mrs. May Corbett as program
convener and Sherle Bottrill as social convener. Sorry girls!



