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" I t i s ordainofl t ha t never sJiall any 

raon be able out of h i s omi tliouglits 

to make a beau t i fu l f i g u r e , unless by 

raucJi study ho hatli s tored h i s mind, " 

Alb reel!t Du'rer. 
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7 . 1 INTRQDUCTIQIJ : 

L o a m i u e through th in ic ing , r e a d i n g , w r i t i n g and spoolcing 

witl i words h a s long been s t r e s s e d by t h e e d u c a t o r s . Altliougli 

ano the r e f f e c t i v e raeans ' t o see and draw' has been a lmost 

n e g l e c t e d . Yet i n both systems s t u d e n t s i d e n t i f y , s o p e r a t e , 

r e l a t e , a n a l y z e , orgcuiize and e x p r e s s i d e a s and f e e l i n g s , Ilunaji 

i n t e l l e c t aivl emotion a r e used i n botli c a s e s , VVhen o u r concern 

i s a e s t h e t i c s e n s i t i v i t y t h e raeans ' t o see and draw' can in no 

way be spa red . Art i s an i n d i v i d u a l raeans of conraunicat ion, 

r e s u l t e d from i n d i v i d u a l ' s o b s e r v a t i o n ajid f e e l i n g , "i^voryone 

s e e s , r e a c t s , and e x p r e s s e s d i f f e r e n t l y from everyone o l s e , 

•^irougli diffor^ 'Ht mediums l i k e d rawing , p a i n t i n g scu lp ture! e t c . , 

peop le r e l a t e t h o i r i d e a s , v a l u e s and f e e l i n g s . Tiioy sliow how 

tiiey respond t o t h e world and t o o t l i e r p e o p l e . 

Hence i n t h i s f i e l d , oye-hajid c o o r d i n a t i o n i s of prime 

importancG. Tlie fundamental and i n d i s p e n s a b l e p a r t of d rawing , 

p a i n t i n g and s c u l p t u r e i s ti ie a b i l i t y t o see and t h i n k i n d e t a i l , 

t o t h i n k i n te rms of t l i reo d i m e n s i o n a l space , to see tlie r e l a -

t i o n s l i i p between d e t a i l s and- t o c o o r d i n a t e wliat one sees witli 

t l ie images one d raws . Wlien we t a l k about a rous ing a e s t l i o t i c sen-

s i t i v i t y we mean development of t h e s e a b i l i t i e s througl i e x e r c i s e . 

Tills i s a c o g n i t i v e p r o c e s s i n whicli one uses men ta l images and 

p e r c e p t i o n s as w e l l as WOIHIS t o t l i i nk , rocorfl ajid deve lop o n e ' s 

i d e a s . 

7 , 2 OBST̂ RVATION : 

Drawing and o b s e r v a t i o n ov nnninr ar<*- c l o n n l y ro-lrJ-c}. 

Obsorvnt ion slian^ons dravi/ing OJid i n t u r n drawiJi-; sliarpcjis 
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Observation. Pupils can not draw.mostly because tliey at tend 

so l i t t l e to the things tliey look a t . 

Seeing i s not l imited to the usual viewing of t l dngs . 

I t includes c rea t ive and i n q u i s i t i v e looking as we l l . Creat ive 

looking means seeing th ings from ujiusual views and d i s t ances , 

in uncommon l i g h t s , in new groupings, aivl in r a r e pos i t i ons . 

One who sees creative-ly, looks fo r the emotion-provoking 

q u a l i t i e s in th ings , tlio moods produced, tlie ways the colours , 

shapes and textures are usefl to c rea te such mood. He i s aware 

of the sensory fee l ings one could get i f one touched what one 

saw. 

In f ac t , tlie vibil i ty to <1raw, in largf> pa-r^, i s a matter 

of l ea rn ing - learning to obsorvc t l i ings. This i s not a 

spec i a l g i f t , wiion some oiio bccomos more acute ly aware of the 

d i v e r s i t y and va r i e ty in tiie v i s u a l world, becomes more open 

and c r o a t i v e . The motor s k i l l s needed to put narks on paper arc 

e a s i l y learnefl with p r a c t i c e . 

Learning to observe a l l the d e t a i l s of l ig l i t and dark­

ness , co lours , the myriad t e x t u r e s , the shape of f l a t things 

and foiras of throe dimensional t i l ings and a l l tlxe kinds of 

l i n e s going in a l l d i r e c t i o n s takes t i ne j but i t i s marvelously 
2 

enricli ing and condusive to s e n s i t i v i t y . 

Observation of Natural Objects : 

•Die observation of na ture i s a pa r t of an a r t i s t ' s and 

a connoisseur ' s l i f e ; i t en la rges Iiis form-knowledge, keeps 

lilra f resh and free from working only by formula, mv^ foods 

i n s p i r a t i o n . Thcrr- i s in na ture a l i n i t l e s s v a r i e t y of siiapes 

ajid liiytliras; the telescope and microscope have enlarged tlio f ie ld , 



PlIOTOGRAPS OF CRYSTALS 
Fig - 1 

From these , one caji enlarge l i ls form-knowledge experience. 

Pebbles and rooks siiow na tu re ' s way of vrarking s tone . 

Smootii, sea worm pebbles show the wearing away, rubbed t rea t r ient 

of s tone ajid p r inc ip le s of asymmetry. 

Rocks show the hacked, hewn t reatment of s tone, ajid have 

a jagged nervous block riiytJira, 

FOSSILS 
Fig-2 
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S h e l l s show nature^" s hnrrt bu t hollow forn and liavo a 

wonderful conplotonoss of s i n c l o sl iapc, 

Bonos liavo marve l lous s t r u c t u r a l s t rong t l i and liard 

t e n s e n e s s of f o rn , s u b t l e t r a n s i t i o n of one sliape i n t o tlio nex t 

oiid g r e a t v a r i e t y i n s e c t i o n . 

Trees forn one of tJie most i n p o r t r a i t o l e n e n t s s p e c i a l l y 

i n lai idscape p a i n t i n g . Tlieir ana tony caji be morc^ througJi ly 

stufliCifl when tliey a re b a r e of l e a v e s , 

A t y p i c a l example i s t l ie d i f f e r e n c e i n tJie t r u n k s of 

t r e e s . Genera l ly a f a s t - g r o w i n g t r e e i s much s t r a i g h t e r thaji a 

show-growing one . Tree trunl'cs show o r i n c i p l e s of growtli and s t r e n ­

g t h of j o i n t s witli easy p a s s i n c of one s e c t i o n i n t o t h e n e x t . 

THJlfK 
F i g - 3 

.FAST GROWING '^RW', THUIJK 
F i g - 4 

Brandies growing round 
t!io t runk i n S p i r a l 
novcnont ( c l o c k wise ; 
i n scarcl i of licli't-. 
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A c l o s e s tudy of a broncli r e v e a l s tlio anp;les - lior; tho. 

s m a l l e r branches l eave the largr-r one . 'Hie ^•ra'-Tual taporiiif: 

towarrl t he ends of t h e t w i g s . 

A branch with 
Sub-branches compared 
•with the bomiy 
s t mo t a r e of a snake. 

BRAHCHBS 
Fig-5 

'^••y^'^'^x'-yJ-^ 

z^^-^-^^, ,̂  ̂ ^^ . ^ ^ j j /X:-^^ 

i^lVIliG MD KOIJ LIVING 
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At n „ t Xoo. « . Clus ters or troo3 . . , Xoo, , , , , , , , „ , 

Althouen tl>o „ o i . „ b o „ l n , t . . o . n . i.av. . . .UowisH oas t o . 

bn ,„„ . xr these coxours , ^ „ . . , , , , , , , , ^,,, ,^^^^^^, ^^ ^̂ ^̂  

o - w n s , i t produces ^ i n t e r s t l n , ^our, of t r e e s f ree fron 

flearlly monotony of obvious nreon. 

Loaves of treoq in n'4.,,« 
troos m nuuiro oi^on c r e a t e beaut i fu l rlesie„s 
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Trees are real ly growing out of the ground, with i t s 

roots gripping tlie eartli - the feeljiig to be conveyed^ ^h i l 

painting as sliown in tliQ fig« 

.e 

ROOTS GRIPPIMCl TilB EiLATH 
i?lg - 9 
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Tlie spots of sky tiiat are seen breal^ing through a t r e e 

can be noticed - t he i r colour i s in a s l ig l i t l y looser key tliaii 

tlio r e s t of tlie sky. 

Inner S t ruc tu re 
of t r e e s . 

1, Guava 
2 . Raintree 
3 , Sal 
4 . Banboo 
5 . Palmyra 
6, Bat© Palm 
7 . Banana 
8, Papaya 

External Structure ^ 
of the trees. ^<J 

1, Banyan 
2, Mango 
3, Peepul 
4, Tamarisk 
5, Rain tree 
6, Bakul 
7, Palmyra 
8, Banana 

STHCTCTURE OF SC»IE TREES 

F ig -10 
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For drawing o r p a i n t i n g f i r s t i t i s n e c e s s a r y to s e e 

t h e e n t i r e t r e e as broarl ly as p o s s i b l e . x\fter i n d i c a t i n g t h e 

l a r g e s t masses , t l ie seconclary forms •witliin t i i e se raasses can be 

looker! f o r . 

T rees i n T r a r l i t i o n a l I n d i a n Art - o b s e r v a t i o n blenrled -with 
d e c o r a t i v e s p i r i t . 

HARAPPA DBGORATIONOOOQ A.D.) 
F i g - 1 1 '̂glagfgPF' 200 A.D.) 

F i g - 1 2 

RAJASTtlAtq DECORATION 
F i g - 1 3 

Water 

A body of wa te r v a r i e s i n c o l o u r from t h e i raned ia te 

fo reground t o t h e d i s t a n t h o r i z o n . I t s c o l o u r i s a f f e c t e d by 

t h e araoimt and q u a l i t y of l i g j i t i t r e c e i v e s fiora i t s dept l i , 

i t s sha l low a r e a s , t l ie sky , p r e v a i l i n g w inds , and r e f l e c ­

t i o n s of i t s s u r r o u n d i n g s , 
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Tlie colour of the sky ^f^'norally detnrnines tlie colour 

of the water. 

I t can be observed that tnc dca'k areas ox" an object 

rciflected in water appear sl igli t ly grayed raid the l i ^ i t areas 

a b i t darker because water has a neutralizing effect on a l l 

reflected colour. This effect varies occoirling to the in tens i ty 

of the source of l igh t . 

rig-14 

On an absolutely s t i l l day tlio rc-flection on water wil l 

be mirror- l ike . Any breeze that blows, however sliglit , wi l l 

cause wavelets that breaic ajid d i s t o r t tlie sliape of tlie reflection, 

A l ine of l ight can bo obsorvefl generally at the base of 

the irimodiate reflections of river bcailcs sliore l ines , raid even 

the edges of puddles, 

Skies 

Generally tlie sky creates the nood of a landscape. I t 

deteinines the quality of l ight that pemeates the ent i re sub-

K<2t. Nomally ligliter at the horizon, tlio sky groflually boconos 

deeper overhectd, 
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A close observation discloses tliat althrough tlie clouds 

are constantly changing, a certain pattern does ex i s t . Keen 

look furtlier points out that the sraaller clouds are cooler in 

colour when contrasted to the uarraer tone of the larger clouds. 

Fig-15 

wlien clouds are painted high in tlie sky the objects below appear 

shorter . Wlien painted lower towards tlie horizon, tlie clouds 

impart a feeling of majestic height to the objects . 

A more ' atJ^ospheric' quali ty can be given to blue skies 

in a mater colour by f i r s t laying a liglit umber wasli over the 

sky area. I t i s allowed to dry before applying tiie blue. 

10 
Postures and ' Hiaba' of differcuit ajiiraals. 

A close study of the animals reveals some in teres t ing 

features which are often i l l u s t r a t ed in paint ings. 

1. Herbivorous animals which s i t folding t l ie ir four legs, 

usually having big belly and bulky lower port ion, Miile 

the camivorus animals are mostly having tliin belley and 

waist but witli strong, broad chest and shoulder. 

2. From Biological point of view, tiie horse and the ass are 

of the same group but the horse l ike deer, has shown a 

reraaiicable d is t inc t ion - comparatively tiiey are having thin 

waist and an upright neck, i t i s simply due to t he i r habit 

of running, 
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3 . A c l e a r trend of evolut ion can be apprcihended - h igher 

type of animals arc; having sp ina l chord perpendicular o r 

nea r ly perpendicular to e a r t h as i f l i k e the plcuit world 

they tend to look towards tlie sky, tlie domain of l i g h t 

and l i f e . 

4 . Most heavy herbivorous animals s i t folding a l l t h e i r l e g s ; 

a s ign of comfort at tached to t h e i r p o s i t i o n . 

5 . Most of t h e f a s t and ferocious animals and who are afraid 

of hunters although s i t on t h e i r waist but keep a t l e a s t 

t h e i r f ront fee t extended so t l iat they can move or run 

immediately - a sign of a l e r t n e s s , 

RIiyi;lMic v i t a l i t y - expressed iJi tiie movements ox' l i f e : 

Bach »Bhaba' or emotion c r e a t e s a sensa t ion i n an animal 

which r e s u l t s in a p a r t i c u l a r posture;, Hie pos ture can be 

t r ea t ed as tlie symbolic r ep resen ta t ion of tlie emotion, VYheii a 

p a r t i c u l a r emotion dominates over o thers in most of tiie time 

and during a l l tlie a c t i v i t i e s , the animal c a r r i e s a permanent 

impression of tl iat Hiaba i n i t s phys ica l f e a t u r e . Espec ia l ly 

i t c en t r e s round tlie sp ina l chord of the animal and can be 

viewed d i s t i n c t l y from any of the s i d e s , 

Some s t u d i e s re la ted to Hiytlimic v i t a l i t y by Acharya ilajidalal Eose: 

Fig-16 
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Rliytlmic Vital i ty 

Fig>l7 

A fleer driven witli fear (here, the riiytlimic v i t a l l ine 

i s sJiorter, contracted - the effect of f e a r ) . The otlier i l l u s ­

t r a t i on represents a relaxed mood (the rhytlimic v i t a l l i ne , here, 

i s longer stretched - tlie effect of p leasure) . 

Hiytliraic Vi ta l i ty Permanent impression on animals 
physical feature 

And 

Impression on Iftiraan Figure 

(Examples) 
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Impression on a n l a a l ' s Spinal Ghorci. 

Fig-18 
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Study of Human FimvQ 

Flg»19 Fig-20 

7 . 3 MALYSIS 

In t l i i s p a r t of d i scuss ion rui a t tonp t has been nado to 

arouse tiic aes t l ie t ic s e n s i t i v i t y of tlic s tudents by prciscnting 

some solGctod drawings and pa in t ings with t l io i r a n a l y s i s . Tliis 

w i l l provide thoin with sorac Iraportant aestJiet ic experionco. Tlie 

s tudents who develop t h e i r a b i l i t y to see c r e a t i v e l y aivl ajialy-

t i c a l l y and draw what tliey see , liave a nucli wider p o t e n t i a l of 

l ea rn ing and gaining exper ience. 

In the Wvitter of s e l e c t i o n , - the purpose of tlie study, 

the age ajid background of tlio s t u l o n t s have been given due 

cons ide ra t ion . For reasons of space t i i i s l i s t of p resen ta t ion 
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caJi hardly be t reated as a coraprchonsive one wliich needs inc lu ­

sion of many i l l u s t r a t i o n s dep ic t ing o thor iraportant aspects of 

p a i n t i n g , 

Tixe Ancient Art ; 

The ancient a r t i s t did not perceive the beauty of tlie 

landscape. Taylor> tlie Bnglish ©timesrapher and a rcheo log i s t , 

pointed out t ha t one area of pa in t ing in which modern a r t i s t s 

undoubtedly surpass the ancients i-s landscape p a i n t i n g . No 

matter how wonderfully tlie f igu res were pa in ted , tlie immediate 

back ground be i t nature or raan made t i l ing was s t i l l in a s t a t e 

c lose to ideographic w r i t i n g . Tlie a t t e n t i o n of the p r imi t ive 

a r t i s t - l i un t e r was cojicentrated on what provided liis l ivelUiood, 

He was a magnificent an ima l i s t , 

PRE HISTORIC CAVE PAIMTIHG^!(Buslimr.n Rock pa inUngs 
Tsisah George; Brandborg South Vvost Africa) 

Ancient a r t i s t s did not know l i n e a r or s p a t i a l perspec­

t i v e . Ancient Egyptians painted the figuixs of the m i l i t a r y 

commander several t i ne s l a rge r than tliose of h i s s o l d i e r s . In 

a cave pa in t ing a t i s land of cham kangaroos are pursued by 
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t h i r t y two h u n t e r s . Tiie tJiirrl one i s twice as t a l l a s a l l t h e 

r e s t because he i s the c h i e f . Such were tlic e a r l y corapos i t io j ia l 
13 

OGGGnts - semantic r a t l i e r t han s p a t i a l , 

Bar ly Chinese and Egypt ian a r t r e v o l v e around n a r r a t i v e , 

Drawing and p a i n t i n g were c l o s e t o each o t i i e r . Most ly p a i n t i n g s , 

•were a sequence of e v e n t s , a s t o r y t o l d tlirough a s e r i e s of 

f i g u r e s . 

F i g . 21a 

Yet even a t t h a t e a r l y s t a g e , p a i n t i n g s molio i t p o s s i b l e 

t o e x p r e s s d i f f e r e n t p o i n t s of vie^w i n two d i m e n s i o n s . E a r l y 

T^^yptian a r t i s t s p a i n t e d bo th eyes on a f a c e siio\m i n p r o f i l e . 

I n a n c i e n t Soutli Melanes ia p a i n t i n g s a d i s c i s found above a 

h'oman head wliich r e p r e s e n t s t h e back of t l ie liead.^^ 

MedievaT, pa in t inK p r e s e n t e d a c o n v e n t i o n a l l y f l a t p i c t u r e 

of the world, t he compos i t ion being based n o t on t l ie d i s t a n c e t o 

tJie o b j e c t fro/'i tlie o b s e r v e r ' s eye b u t on i t s meaning aiid s i g n i -

f i c a n c e , 

EGYPIIAIi 
fALUTSMQ 
FROM 
MORTUARY 
CHAPEL 
Fig-21b 
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MADQIU ai TIIRQME 
F i g - 2 2 

Unrler HcnaissajicG a r t i s t s ' p a i n t i n n f loa r i s l io r t , ?ainti)-if: 

was Gonsirlnred as ono of t ho b n s t rnorTians f o r n:!q^ressinE tlio r i c h ­

ness of l i f o , i t s s p i r i t u a l ojin nonnaous horai ty. .uaa tonica l rtiifo-

rencG of peop le of rUf fo ron t cu^os, ^uiatony of tiio novinc iuinoai 

body wore r e f l e c t o d in tJio p a i n t i n c s , 

PAR/iBLE Q:^' Tlir, 

Fig-23 * 



203 

MORHIHG IN Th"r; HARJ30UR 
F i t - - 2 4 

17 

Tlio Ronnisnanco lai-'"' tiio foaiirla-f-ion of Goloarin-^ic 

Gonpos i t ion v/hicli accontn a t t o n t i o i i on i-JiO c o n t r a l nocnarn of 

the- picta'To tliroM'ii lif^lih aw'^ colonT^, 

Ronbrojirlt. in Iris pori'.r. '.itn '7r;r.r; •^•)\r ̂ ir.""!-: bnc!:'~'"'''0'-in''l t o 

acGont by l i c l i t tlio n o s t o:^ijrc:G;:ivo parrG of .'K'UI, n i s face cjicl 

l i ands . 

xho x'^igiire 25 , ' P o r t r a i t of aji olrt naji' on t h e nex t page 

i s ail e x c e l l e n t exanplcs of sucli p a i n t i n g . 
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PORTRAIT OF AIJ OLD UMi 
i'"ig-25 

18 

Tlie HeaaicGrjico rliscovorod i-JiC laws of pe .vs ' ioc t ivo. 

EnniqllqsGJii TJKI A lbor t l oi'j^'uii-'.r^l i'lic zuc.co in a pnin•*•,!]i,;;-

l i k o a tn inca ter l pyrani-i of r^^yn conint ' f ron the- o b j e c t iyj 

o a r e y e s . 

The Figures in tlie next page, 'Sol irls in s p a c e ' , 
* 
l l l u s t r n t e tlie concept of tlie p e r s p e c t i v e , 



Laws of perspoctive 
265 

SOLIDS in SPAr.P. 
Fi£-26 

19 C l a s s i f i c a t i o n of paijiting. ' 

RouElily pa in t ings can bo Groaport undor tliroo licacls 

I ' I rai tat iVG paintinF? ; -



iSi^iaJiivoPaintinp . 2GG 

nr, r.ri'oyt 

- « ^ t . . ' ' ° ' ' " - - - > s u a i .p, , , , , . , ^̂  
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Imitative Painting s 

THK GRBAT PIEQE OFJ^UM-
Fig-^ 

21 



2 GB 

11.•^.xn r e s Si vo ( synbo l i c ) jKjJiJlt^JlS s 

iloro tlie f lopic t ion n o s t l y c o n t r d n s tiio r c f l o c t i o i i of 

a r t i s t ' s ninrl . 

DAUGHTTlH PAĴ OHA 
F i n - 2 9 

TliO oxiorossion of tJio objr:c-'- nr,y p a r t l y t a l l y v.'itJi i t s 

rea l f om or nay bo o i i t i r c ly flii'lcirojit XI'OM i-.; Dut i t i s iiovor 

a copy of i t . Tliis flcviatioii i s tJiO r e s u l t ox a r t i s t ' s conscious 

or ujiGonsoious e f fo r t but in no \iay a rc:3alt of liis wordiness. 
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I I I , Hiytliraic paint ing : 

In tlioso paint ings onphasis i s spnc ia l ly lai'-l on the 

rhytlira of fom anrl novoraent, 



HIiytlOTic Prdntlng : 
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THE GREAT WAVÊ ^ 
Fig-31 ^ 

Tlie tremendous po^er of the sea i s in tJie surge and sweep 

of l i n e t h a t overwlielras everytliing i n i t s pati i . I t can bo 

observed how v iv id ly the shor t s t acca to s t rokes of tlie subor­

d ina t e rliytlin accentuate by c o n t r a s t tlie dominant flowing move­

ments, 

The above c l a s s i f i c a t i o n altiiough K>U£ îly done, holds 

good f o r pa in t ings of a l l tlie c o u n t r i e s . A pain t ing may belong 

to a s ing le c l a s s o r c a r r i e s tJie iraprCi<?sion of norc; than one 

c l a s s . 

llodem pa in t ing and i t s c l a s s i f i c a t i o n s 
34 

Tlie d i s t i n c t i v e schools of modern pa in t ing are Bealisra, 

Natural ism, Impressionism, Super rea l i sm, Futurism, Fauvism, 

Expressionism, Gubisra, Constructivism and Functionalisra. I t i s 

d i f f i c u l t to bring t i l l s vast confusion of s t y l e s and movements 

under a general c l a s s i f i c a t i o n . However, tlieso schools f a l l 



271 

n a t u r a l l y in to four groups : 

a) Realism, Natural!sra, Irapressionisra - t o m s whlclx i n d i ­

ca te an irai tat ivo a t t i t u d o towards tlie ex te rna l world of na ture , 

BOMBAY F I S H E R WQMAH 
Fig-32 

Tills eroup nciy bo equated with J u n e ' s ' tliinlcinft-type' consider inc 

tlic function of the scliools. 

b) Suporroalisra, i?'uturism - torjis \viiicU i julicato a roact ion 

from the ex te rna l world towards i r i na to r l a l (Sp i r i tua l )^ values . 

file:///viiicU
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DRAl) GlIRIST 
? ig -33 

Tiiis group may bo equated witli Jung ' s ' f e e l i n g - t y p e ' . 

c) Fauvisn, Expressionism - t o m s wliicli infl icate a de s i r e 

to express the a r t i s t ' s personal s ensa t ions . 

SELF PORTRAIT-PIGASSO 
Vig-34 " 

This group nay be iden t i f i ed witJi Jung ' s • s e n s a t i o n - t y p o ' , 
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d) Gubisra, Gonstnictivisra, Fimctionalisra - teiws whicli 

i n d i c a t e a preoccupation isitli tlie iJilierent ( a b s t r a c t ) forms ruirt 

q u a l i t i e s of the a r t i s t ' s m a t e r i a l s . 

SRI KBXSMA MP GQPIS 
Fig-35 

And t h i s group may be equated with Jung ' s ' i n t u i t i o n - t y i ^ e ' , 

Colour - Atmosphei-o and Drawing 

Colour s 

Colour i s tJie fundamental p l a s t i c raeajis, and the otiier 

eleraents, l i n e , l ig l i t and space may be regarded as modif icat ions 

or aspec t s or r e s u l t s of i t , 

Varie ty or ricliness and harmony add g r e a t l y to "qua l i ty" 

in co lour , botJ'i in tiie p i c t u r e as a -wliole and in the sepera te 

p a r t s , elements and u n i t s . 
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r i (]~ 3G 

Ti" crdi l.ir iiol'ioorl t-'v^^- .•".''•iirnou "̂  o^iaTTi '>" rloiuirc.':; i n 

o o l o a r i s n o t ti io srirr": t.iiin": r̂ r. br ' . :!ii'.!K'r,s, (JolO'.n's v^iicii ri'-̂ r: 

b r i r l i t wit . i ioat b o i n ^ r i o i : o r (loo;o c i v o cu\ cf iocl- . oi' r.^rirloirzcj 



c-v-7 r, 

o r rroT'linoss, cavl tho zo'nnrcil c i foc i ; 1"̂  oi S'j_)o:?i'iciali1:.y. 

Var ie ty of coloai-* doris Jiot nnrui vr ••:'lr:t.7 ir. ^MC Gnjisn oi' 

0,-iplo^Tioiit of a l l tlio c o l o u r s in tho. spc<itran. ^voii s i i i c lo 

colo'-ir Lisorl witli va r ious s]\c-Ac Cuv} totv'- tiy-rod vilvh l i ^ i i t cuv\ 

shrslo'fi con pro'-luco v a r i e t y , riiO word " r iCiJ iesc" lias two noojiinr 

i t s f i r s t nooiiinn i s tiiCf varii^'ty as n^'iitioncid above but tixere 

i s ojiotlior soiiso of tlic word f o r vilrLcyi a syiionyn crui be. usa l 

" j a c i n o s s " as so'iotliiiif: opposc/i to "dr;rj ioss". 13iis i s prc^soiit 

n e a r l y always in t!i'". E"'^'"itest n a s t e r s of c o l o u r . 

t ^ /•<•' 

. .««.#'€-• ' 

**^s^ 

KLUE WILLOWS 
:••<, r - r r ? 

n9 

Itr! omosi ' iT' ''d •"viî '̂ 'n 

f i e d re;^roac;i, Tiî - 'siGti 
and bad as bot;: oi 1; lo;; 

'̂  '"!o+-. ^;o"/evrr, a t o r n 'iji iual 

• '••' ••.;.C e i i r ; G t G . 

^ v j i i J 
• 0 ' j ( ; 

; 0 ' ' • ' • ' - \ ' / •• 
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A1:mo_sp!ieT̂ ^ : i ,colour nivl l:'.rlit) 

'^•hr- n o s t i n n o r t a n t flil'i'oroM.oo in oolou-'- n'i'-;iii-,;/ mnor.-r'n 

vjlion tlio r o l n t i o n of c o l o u r t o li^- ' i t i r co-.sirl-ro^l. 

Colour conbiiios wi tu l i , : . ic r.u x o m v;.i.^t iu-y ij' c:-J-i-^"i 

a tnosphoro cuvl t h i s nay bo a n o s t inpor tcu i t o ionont in cscthotic 

oi ' l 'oc t . 

THE SM^uGCrLSRS 
30 

Liclit lies a d i r n c t iiil 'luojico upon c o l o u r , ojiriciiiiif: i t 

by nil i n t o n i a l l i u i i n o s i t y ojyl tho i n c ' : ; a c i t y to tai;o advruitacc 

of t h i o i i i f luonco i s n sor ioun rlofoot i); olr^nt ic Torn. 



277 

In the worlrt of rc^al t id) ics , colour cliaj-igos i t s qua l i ty 

unclor fUrforont rtogreos oi i i iuni i ia t io j i rjv] tiio a b i l i t y to 

u t i l i z e tlio a l t e r a t i o n so ef iected i s rui inportruit par t of tlio 

nniiitor ' s connruyl over Itis n a t o r i a l s . 

:r^W-^ 

- '"*% 

• r . ^ * ^ • . • 

f ' . , r ^ i s . ;t•.».J^^. 

. ^ 1 ^ ; ^ 

mmn^' f*'0ft. 

V'iS'--^. ! ; , j ' %l %, 

• ! * i * i - . . * ( 9 . 

%*• 

L*^> . , m-i 

"V* 
«V^iM>j 

MOmiIIIf, IN IliniJ^T'lTA], Î DSCOH' 
J i 

•-Vlion lir^lit i s jiot i)roper_;/ u^on iii coiijicatioji v;it.i co loui ' , 

p l a s t i c r e a l i t y s u i T o r s , in stoaci o- b-::l.\i.zlir' o a t ca\<\ ir^voalinc 

new liarr-ionies witl i in c o l o u r , t u e li .^iit soer.s to e f f ace c o l o u r 

rjy] a c t mere ly ns a s u b s t i t u t e fo r i t . 
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^rawing : 

X>rawing i s a good a r t wjien •! f •; <, -p^̂  ^ 
wiicai It. i s free frora confusing 

olen,.„t., a . o i so l a t e . Zitoral contour o . ovo. ctecorat^ve 

. . . a t . , * o n u i s so oo„ .e„s . , , so s l ^puaec , t . a t i t ca^^os 

- i t s e x . 3 . m c i e „ t .ovoxntion or o . Joot i ,e . = . , ^ , „ . , , , ; 
Viewer to grasp the essence cti ĉ -n f,-«.. 

s-^Liice, significance, conviction of 
objective rea l i ty -in i-hr, <-û ., 

-i—I./ in tne tilings portrayed. 

LOW BKDDHA^^ 
F i g - 4 0 
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'In sliort, drawing consis ts not in tlie l i t e r a l reproduc­

tion of l inear contours or shapes; i t i s a narii of the a r t i s t ' s 

ab i l i ty to resolve the linos of demarcation into seperato par t s , 

select cer tain parts for emphasis, ajxl recorabino tliom into a now 

enserable tlmt i s a form in i t s e l f , not merely a duplication of 

tlie sliape of an object. 

'1: 

© 
SKETCH BY LEONARDO 

Fig-41 

Line gets power by wliat i t does to wliat i t contained 

between the l ines ; tliat i s , as with a l l other forras, i t s 

esseji t ial character is t ic resides in the re la t ions i t assumes 

aiYl c rea tes . 
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P o r s n o c t i v o : 

llUSCOW 13 BUILDIliG ^^ 
F i s - 4 2 

LoonnrrTq save a s i n p l o but c l e a r accoajif vvhilo rloaiinr; 

w i th tJio acpoct of p o r s n c o t i v c . 

In l i is op in ion , pors 'poct ivo is tlio base of p a i i i t i n ^ , i t 

i s TC-in ojyl holm of p a i n t i n n . I t in jiol-liinr but a conp lo to 

conso about our v i s i o n . All tlic-. o b j o c t s witii t h e i r r l i f foro i i t 

fon^s ajyl c o l o u r s , oxis t i iv^ bofo^V' vir.ioii arC' reac l i in" oycs in 

•t-.ho sJiapo of r l i f foro i i t pj-Tanî '̂ . s , ^//os a ro s i m l y "^ 'coivinr t'lO^o 

nyraLnirls. 
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Perspective of diminution dea ls with tlie raoasureraent of 

object which i s gradually becoraing s l ior ter as i t s d i s t ance 

increases frora eyes. 

Tlie o ther par t of perspec t ive explains how colour of an 

object changes witli the difjtonco. In nodom torn i t has boon 

nentioned as • v a l u e s ' . 

Hio tldivl par t of pe r spec t ive , t h a t i s , 'onvelopenrnt ' 

explains how tlie s t r u c t u r a l p ropor t iona l r e l a t i o n of an object 

becomes hazy with tlie inc rease in d i s t ance of the object from 

eyes , 

All v i s i b l e objects have tliroe d i s t i n c t q u a l i t i e s - a 

sol id e n t i t y , shape and co lour . Among tliose, the sol id e n t i t y 

can be more e a s i l y recognized than tlie shape oiid co lour . Again 

colour of an object can bo recognized e a s i l y tlian i t s shape 

while viewed frora a d i s t a n c e . Necessar i ly t h i s observat ion does 

not hold good in case of luminous or g l i t t c r i j i g ob jec t . 

I f some objects of same s i z e arc kept a t d i f f e r e n t 

distaj ico, the fu r thes t w i l l look smal les t . 

S imi lar ly i f some objec ts arc! of same - .colour lanino-

c i t y and s i z e , the furthosi; w i l l look most pvile and smal les t . 

A darit coloured object w i l l look raorcf b lu ish i f the object 

and the atmospliere between the object and eyes becomo b r igh t e r . 

•Die very dis taj i t ob jec ts l i k e moujitains w i l l look blue, 

Tills colour can be compared witJi tlie colour of tJio atmospliere-

while tlie Sun s tays in tlie e a s t . 

Among a number of shades of equivalent deptli, tlie siiade 

which e x i s t s near eyes w i l l look l e s s deep. 
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Forms of perspective 

TliG two principal forms of perspective, para l le l Oiv\ 

angular help to create tlie i l lus ion of (^eptii specially in 

painting landscapes or seascapes. 

In para l le l perspective, one vanishing point i s used, 

and a l l l ines para l le l to each other converge to t h i s point . 

Flg-43 

In angular perspective, l ines -which ape at right angles 

to eacli otiior converge to seperate points . 23ie horizon, to 

whicli a l l these l ines converge, i s always at tiio level of 

a r t i s t ' s eye. 

Flg-44 

Goaposition -

Tiio term 'composition' has hedn applied to tlie d is t r ibu­

tion of masses, but tliis i s an unjust if iable l imitat ion of i t s 

meaning, Tlie compositional units of a picture may, but need not, 

be masses; they may also be areas of colour, is lands of liglit, 

l inear arabesques, or any means i!?hatever by -wliich balance and 

unity arc: secured, 



Jonpositjoi"^ 
2B3 

34 

r c l r i t i v o l y a b s t r a c t ('loGi£;]i i;; vopy r,::toJisivr>, a i l tho p a r t e o£ 
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tlie p ic ture are norc nearly on c<ii equal I'Dotint; conpoGitionaiiy 

tJiOJi in tiic pr imi t ive ojid Bc:naiGsance p i c t u r e s , tlic orgraiiza-

tion of wliicii i s usual ly focuserl about inriividual volunes or 

groups of volupios, 

Goraposition in Abstract Design 

AROulID TW, yiSJI 
x-'ifT-'lG 

35 
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Ma.ss conposit ion -

Tlie simplest form i s t l ia t of a c e n t r a l mass witli balan­

cing f igures to rigiit and l e f t by whicli b i l a t e r a l symmetry i s 

a t t a i n e d ; t l i i s form i s u sua l ly t h a t of a pyramid, and a-chieves 

the sense of s t a b i l i t y and rhytim in an obvious form. I t i s 

i l l u s t r a t e d in raost of Raphael' s Madonnas. Often i t i s so s tereo­

typed as to ind ica te a poverty of imaginat ion. 

BILATERAL 
SYMMETRY 

MOTEiEH mm MW CHRIST 
Flgl^T 

Greater personal expressiveness i s achieved in tlie 

d i s t r i b u t i o n of masses ishen ins tead of a complete b i l a t e r a l 

symmetry a pa in t ing may liave volumes d i f f e r e n t i n kind but 

s i m i l a r i n function, wiiicii s u r p r i s e and yet f u l f i l t h e normal 

d e s i r e for balance. 
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Balajicocl but not a complete B i l a t e r a l Syninetry. 

THE OUTSKIHTS UJ' MOSCOW 
i'"'i£-4S 

37 

In tlio c o n p o s i t i o n of n a s s o c , i t i s t J io i r r e l a t i o n t o 

t h e c e n t r a l mass t l i a t t i e s t oee t l i e r t he sop o r a t e n a s s e s . The 

coJ i t r a l figure: i s u s u a l l y in tJicse c a s e s tJio one of g r e a t e s t 

i n t e r e s t , so t l i a t t l i e rc i s on obvious p a r a l l e l botv.'een p l a s t i c 

Ciivl n a r r a t i v e o r hunon va lues of tJio s e v e r a l u n i t s . 

In a good p a i n t i n g , tlio f a c t o r s l i k e - tJio r l i s p o s i t i o n 

of masses , c o l o u r , the d i s t r i b u t i o n of l i r i i t arc; blended p e r ­

f e c t l y , As witJi c o l o u r , tJio l i r f i t roprc-sontod in v a r i o u s p a r t s 

of tlio canvas of ten forms a p a t t e r n in i t s e l f , A f i g u r e or 
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o b j e c t f u n c t i o n s q u i t e r l i f r e r e i i t l y accoivl i i ig t o i t s p l r . co in t i io 

p a t t e r n of lif:h1-., wiiici; ic^ f l i s t i n r u i s l i a b l c bui-. i j i s epc rao lC ' p a r t 

of t h e p l a s t i c i ' o n ) . 

Bie naiTJier in wliicli a p i c tu r e^ i s conposerl i s rui o s s o n t i a l 

p a r t of t h e t o t a l r les iEn cav\ n u s t on juflGcd a s s a b s i r t i a r y t o i t -

ju r tc inE coraposii:io):i i n i s o l a t i o n i s a u n j u s t vjay, 

In f l iv i f lua l ririUi'Cis o r n a s s e s flo n o t a l w a y s opervate s i n g l y 

ar. c o m p o s i t i o n a l u n i t s , t l i ey may be perceivcif l a s p a r t of a •'.vliolo 

g roup wliicii f u n c t i o n s a s a u n i t , a s i n p o v i c r f u l c o r a p o s i t i o n on 

a l a r c c s c a l e . I n t l i a t c a s n t l ie rc ' i s a s u b s i ' ' l i a r y c o n p o s i t i o n 

w i t l i i n t l io ci^i-iP) j u s t a s i n a s;/nn!iO]i7 s e v e r a l novnnnj^ts a r e 

fou)ifi., oac]'i one a c o n p o s i t i o n i n I t s r l f . 

Space co rapos i t i o j i -

T r c J i s i t i o n of s p a c e c o n p o s i t i o ] ! n a y bo narlo i f t h e 

r e l a t i o n of f i c u r o s OJKI n a s s e s i s co j i s i ' l e re r l t o b a c k - r 3-ou)ifl. 

The r e l a t i o n between t h e cei i l- . ral f i r u r e s OJKI t h e b a c k - g r o a i v i 

i s cxcee r t i J i c ly i n p o i ' t o j i t t n o u r h tJio o b j o c t s i i i t h e ba c i i r r oune 

n a y be o x t r e n o l y s i m p l e . 

BATTLE SCFJNE 
F i r - 4 B a 

3b 
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Space Conposi t ion 

, x''ig-49 

Spnco c o n p o s i t i o n i s aci i iovcl I n r r c i y throucix LIGC: oi' 

p o r s p o c t i v c cdicl i s a t i t s b^'St wiinn c o l o u r i s i.lio cJiicf 

cons1:rac t ivc frvctor iii i t . ik\i:. s k i l f u l porso^ 'o t ivn i s not tii^ 

scs\c t h i n e as oi'i'cctiyr S'-T.-CO c o n n o s i r i o n . " î̂ -' c^.iffnrnnQC' i s l:hrL 

in o i T c c t i v c snr.co cor-vjosi'i'ioii not. o;~;j.,v i s •*•:'•_<'. i l l u s i o n of dcy-'-.h 
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renrlerorl, but tltc intervals , tlie relat ions of flistojace, are 

in t r ins i ca l ly pleasing and represent personal feeling instead 

of l i t e r a l imitation. The more representation of distojice has 

no closer relation to ar t than tlio work of the surveyor or 

c i v i l engineer. 

Objects well composed in spcice aro not huddled or 

crowded: oacli object i s in i t s own space, oacli has elbow-room, 

no matter how small tlie space may be, Tlie ordering of tliese x 

relationsiiip constitutes the space-composition of tlie picture 

as a whole and i s on importoiit source of ac:stlietic pleasure, 

Space-composition, l ike tlie other p las t ic functions, 

reaches i t s greatest height when colour takes the most active 

part in i t , 

Tactile values 

Painting i s cm ar t wliicli aims at giving aji abiding 

impression of a r t i s t i c r e a l i t y witli only two dimensions. 

Tlie painter must, therefore, do consciously to construct 

his tliird dimension by giving t a c t i l e values to r e t i n a l impre­

ssions so that tlio picture sliall liavo at least as nucli pov/or 

as tiie object reprosontod to apx^oaj. to our t a c t i l e imaciaation. 

A master painting beside appoalin.j to tlie t a c t i l e ima£;ination 

as i s possessed by the objects represented adds soraotliing 

more - a keener sense of r e a l i t y , of l i fe - l ikeness tlirji the 

objects themselves. This i s wliy oji object wliose recognition in 

nature may liavo given no pleasure, becomes, \ihcn recognized in 

a painting - a source of aesthet ic cnjo^riont, 

file:///ihcn
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Tru3tilo Values. 

I t coji br iioticofl t l in t t o r e a l i z e f o m i t i s ncoesca ry 

t o -jivo t a c t i l e vr.lacc to i-Hrd'inr.i criiiGcioiiG. w r d i a a r i i y tiie 

viev;oro Jiavc cousiflorctblo d i^ '^ ' icu l ty iii ckimriinc oiT thonn 

t n c t i l e va l acc , aiir! by t!io ti'-i'-' tiioy Ivwo roacherl oa r coiis-

cio ' . is i iess, they lirwc l o s t nac!t o.' t i ; e i r Gtreiigtl i . Obvioacly, 

tlie a r t i s t v/ho rivcT, tJic- nr: v:;l '5r- rrjrc' m i j i n l y thoji t ' l r ob,K<;-
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i t s c i r c ivos the vio\?ors tho p i c a s a r c s consoqaont apoa a raoro 

vivid rc^al iza t ion oi the ob joc^ , aiid tiio Tarti ior ploaGuroD t h a t 

cono from tlio conco oi" c r e a t o r p s y c l d c a l c a p a c i t y . 

^ t. 

••j^Ri^!{*» 

^*^^^5w3 l^ 

f^ '̂ iFp̂  

SRI Hî Ĵ U VJMI^UISlIinC. TII .̂ S'̂ .A 
41 

P a i n t i n r raid s t o r y : 

ii prdiitiJit: nay upriold a s t o r y o r a p a r t oi' i t . J u t i t c 

a t tac i inoi i t t o a s t o r y i s iJi no v^ay, rji osGO]-i:ial c o i i a i t i o i . A 

;:)r;i)itiii>-: crji iiovor b^ t r o a t o d as a nr<lian I'or p r o p a r a t i o n oi 

l i t o r a t a r o OP m o r a l i t y , oucli a i iutioii ccji be a b i r ba r r i c : r 

I'or a r i ^ h t a p p r o c i a t i o i i . 



Fig-52 

42 

Centre of I n t e r e s t : 

Tlicro may bo a number of cl inroctors or Irloas in a 

p a i n t i n g but gonr>rai.ly tJioy rd l revolve round c. s ing le cen t re 

of i n t o r o s t , which tlie a r t i s t wcuit to hit^liligiit consciously as 

a p a r t of h i s previous plcauiiiig. Tliis cenf rc; of i J i t e res t nay 

occupy tlio c e n t r a l place i . e . , tiio most p a r t of tho composition 

of a pa in t ing or may not but in a l l cases i t draws tlie most 

a t t e n t i o n anrl keeps the balcuice. Size of tiie cen t r e of intercjst 
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i s iamaterial , Tlias a sraall briglit s t a r denoting tiie birtii 

place of Lord Christ over sleepy Jerusalem or a lonely ostr ich 

a t tlie background of a desert storm or a winter t r e e under vast 

pale sky may form the centre of in te res t of a paint ing. In the 

above painting tlie centre of i n t e re s t i s a baby wlio i s yet to 

airrive on th is eartli. 

Transformation of visual to form 
43 

At each level of t rans i t ion t o the visual as a form of 

coal i t ion, the principles of transformation and interpretat ion 

are t ied up with organizational aesthet ic aiid s t y l i s t i c aspects 

and conceptions, 

Fig-53 
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Trailsforraation of visual to form. 

Fig-54 
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Forra and feeling 

To gain intensity of feeling the a r t i s t has rcindered 

his subject with an eraphasis on angular foms, using selection 

and distort ion to convey a raood rather than to reprcssent appen-

ranees only. The strong pattern elcnont wi l l be oi" iJitorest to 

learners , 

Fig-65 

Painting and Draw in f; : 

The 19th century witnessed a deepening an f ina l division 

of paintijig and drawing. Drawing deal t in l inear re la t ions . 

Paintings record the real relat ionship between the colours of 

the world, i t i s in colour and throu^i colour tJiat i t expresses 

the essence of objects, tlieir aes thet ic value and assesses 

t he i r social significance and t h e i r harmony or disliarmony with 

the surrounding world, 
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Fig-56 

44 

The impres s ion i s t ' s way 

Tho fundCinental d i f fe rence from drawing i s read i ly 

apparent in impressionis t p a i n t i n g . I t convoys nothing outs ide 

colour , a l l the l i n e a r elements being secondary. Hot the out 

l i n e but the colour r e l a t i o n s h i p s between the objec ts protrayed 

become the veliicles of tho a e s t h e t i c message of t ho pa in t ings , 

Pa in t ing bocoraos independent of drawing wlxich used t o be i t s 

main aim. I t mastered l i g l i t , por t rays tho colour of l ig l i t , h a l f 

l i ^ i t , mis t , a i r , shadow and semi shadow. The very composition 

in pa in t ing becomes c o l o u r i s t i c . 

P i ca s so ' s 'Linocut ' i s one such oxaraplo. 
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i\n Iraprossionist. Paint ing 

LDIOGUT 
45 

Fig-57 

20th century pa in t ing : 

Tho charac te r of pa in t ing clirjigcd renarliably in tJio 20tli 

cejitury. TJio advent of photography, cinoma, the tronondous deve­

lopment of teclmolOgy, tho breftdth and profusion of impressions, 

tho dooponing of tlio i a i to l loc tua l and psychological world of 

raan - a l l theso fac tors iiifluoncod a r t i s t s view deeply. Colour 

pliotography confronted the a r t . i s t wi th now clial longes. In tlio 

20th century tlic subjec t ive e lcnent In pa in t i ng becoraos nore 
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inpo r t a j i t anrl t h i s morjis t l ic s i£pi i f icruicc of p e r s o n a l v i s i o n 

njifi i n r l i v idua l p e r c e p t i o n of l i f e , 

PICASSO'S GUERIUCA' 

Fie -6S 

A f a m i l i a r t w e n t i e t l i c e n t u r y Master p i e c e . I t was 

paiiitocl as a p r o t e s t aga i i i s t t l io Nazi bombing on Gaornica 

cluring Spanish C i v i l War. The p a i n t i n g aphoids - t h e bombing 

of a town; t l ie agony of t l ie v i c t i m s ; t h e communication of 

t h e event by nev?s ma l i a ; t l ie comparisoji of m i l i t a r y t e r r o r 

w i t h b u l l f i g h t anrl t h e impact of d e s t r u c t i o n on c l a s s i c a l 

n o t i o n s of roasoji anrl orr tor , 

7 . 4 Art TGcliniquGS and Mot hods : 

V/lion cliildvc-n exp re s s t l iemsolvos p i c t o r i a l l y , t hey t r y 

t o conquer r e a l i t y . Mothorls, t o c l m i q u c s and m a t e r i a l s a l l a r e 

on ly t h e mcojis t o f u l f i l l t h i s aim, 

Tlie p r e s e n t d i s c u s s i o n d e a l s mainly wit l i a few t c c l m i -

quGS, m a t e r i a l s and some motliods i n orrler t o help c l i i l d r o n i n 

t h e i r work of c r e a t i o J i . Tlie u s e of t l ie t e c l m i q u e s has raeojiing 
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as i t is l ikely to help to awaken the cliilrt's c rea t iv i ty . The 

selection of toclmiques and materials j u s t i f i e s i t s e l f only if 

i t increases expressions, thereby freeing and developing the 

personality. 

Drawing 

Drawing has beoii likened to writing in tliat i t is nece­

ssary for the student to master i t in orrlcr to convoy his 

ideas, 

The student wlio draws well is free to concentrate on 

tliG problem of paint and colour, CUKI that poor drawing i s a 

constant sturabltng block at every stage of painting, 
47 The f i r s t exercise Peachara ass i^ is i s tlie drawiiig 

with a 'swift-hand' of georaetrical forms, l i ke -c i r c l e s , ovals, 

squares, triajigles, cubes, cylinders, hexagons, cones, pyramids, 

hemispheres, e t c . , t i l l perfection i s readied. Reason beliind 

such exercise is to make learner ' s liand ready for symmetry or 

proportion. Also i t helps to see object correctly and reduce i t 

to i t s basic form. 

I''irst i t i s convenient to draw simple objects before 

objects with complicated forms, wliich can not easily bo sub­

divided into geometrical f igures. Step by step subjects with 

complicated forms caji be taken up. 

Studcdits can locate tlie big masses of the subject f i r s t 

by liglitly indicating the main i i i ios. Tliose liiilit l ines wi l l 

act as a guide in sketching. 

The amoujit of de t a i l that is to bo delineated i s deter­

mined by what students are s t r iv ing for. If the drawing is made 
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d i rec t ly on canvas for a painting to be made on the spot only 

the main constiwiction lilies are needed. Details can then be added 

by painting. When a drawing i s done as a means of gathering data 

for a painting to be done l a t e r - students can put as raucli 

d e t a i l as possible. Again a subject can be taken up just for the 

sake of drawing to study liglit and shade e t c . 

A drawing can be l e f t aside for a day. Next step i s to 

examine the drawing, to locate the errors and t o correct thea. 

Peachara suggests to compare i t with an excellent p r in t or pat tern 

depicting the subject and recorrect the ireaaining fau l t s , 

By constantly sketching and observing the student can 

master enougji of the rudiments of drawing to be able to paint 

well , 

Figure drawing 

I t acquires an important part of the f i e ld . I t croi be 
learnt by sketching people at ever:/ opportunity. In fact there 
i s no subst i tu te for drawing the figure from l i f e . 
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However, the above shown s t i c k f igure approadi t o 

sketching tlie f igure i s an old but r e l i a b l e method. Pr imar i ly a t 

the beginjiing the basic raovomonts a re captured by rouglily indica­

t i n g head, r i b cage, and pe lv ic a r e a s . I t i s only a shor t s t e p , 

then , t o reshaping the arras aiid legs t o complete the f igure as 

mentioned below. 

Fig-GO 
48 

I t i s necessary t o observe keenly how the head, the r i b 

cage, and tlie pe lv i s a re conjiected by the sp ine , how tiie t h r e e 

masses r e l a t e t o each o the r and t h e i r r e l a t i v e propor t ion as 

t he f i ^ r e assumes var ious p o s i t i o n s . Also i t i s e s s e n t i a l t o 

observe how the arras are a t tached t o the shoulder blades and 

l egs t o the sockets of t h e p e l v i s . The knowledge of t he r e l a t i v e 

propor t ions of the male aaid female figure; i s of much h e l p . 

49 
Different Types of Drawing 

P e n c i l Drawing 

Line, a reas and surface t e x t u r e s a l l can be drawn in 

p e n c i l . Strong l i n e a r exe rc i ses a re more s u i t a b l e for t he f i r s t 

yea r , ot i ier tecJmiques f o r s l i g i i t l y experienced ones, 
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The spentcuicously drawn l ino has a cham. of i t s own ojid 

should, t l ierefore , never bo rodwwn or t racod; s t rokes should 

bo bold. 

Penci l drawiiig i s s u i t a b l e for dosigiiine and sketching 

as wel l as for desc r ip t ive i l l u s t r a t i o n s . 

Penci ls of any degree of hardness can bo used, thougli 

3B or 4B w i l l be found most s u i t a b l e , 7B i s tho s o f t e s t , 9H the 

hardest poncil,HB i s a raediura hard p e n c i l , 

More d e l i c a t e l i ne s w i l l requi re a hard p e n c i l , th ick 

black l i n e a soft one. Different degrees of pressure w i l l 

produce a l ig j i tor or darker , a thiJmor or t l i ickor l i n e . 

Pen Drawing : 

To begin with, the emphasis w i l l be on both l i no and 

t e x t u r e . The students are to draw d i r e c t l y , and not t r a c e penc i l 

sketches to r e t a in spontani ty in t h e i r work. 

Beed pens, goose q u i l l s , s t i c k of wood an l̂ oven matches 

as wel l as pens of every kind sliould be Ojcperinontod with ink or 

drawing ink . The paper should bo smooth aiid absorbent , 

The p o s i b i l i t i e s of l i n o drawing ( t h i n or widej long or 

sliort) can bo demonstrated giving severa l examples of simple 

d e s i 0 i s . Largo shapes can bo f i l l e d with smal ler mot i f s . I t i s 

important to work slowly and c a r e f u l l y . 

Line must bo drawn iii long s t rokes , not iJi s p u r t s . I t i s 

convenient to work from rigiit to l o f t . I t should be demonstrated 

t o the s tudents t ha t the pon can not only draw l i j ios , but con 

a l so c r ea t e the effect of t e x t u r e by moajis of d o t s , patches, 

short s t rokes or p a t t e r n s , V/iion absorbent paper i s used, the 

s t rokes must not be allowed t o l i n g e r . 
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Brush DrawiJig : 

Direct brtish drawing whether in rliytiiraic or lii^oar raovo-

raewits o r in b l o t s , corresponds t o the quick working raothod of 

the s tuden t . I t loosens, f rees and i s an exce l l en t in t roduct ion 

to p a i n t i n g . 

There must not bo any prolirainary drawing. I t i s b e t t o r 

t o begin with ijik, drawing ink, or wel l d i l a t e d water co lour , 

keeping a t f i r s t t o one co lour , 

Effects w i l l depend grea t ly on tixe qua l i t y of paper, or 

i t s liardness and sof tness , i t s sraootlmoss, or i t s a b i l i t y t o 

absorb. Newsprint i s again higlily s u i t a b l e , a coloured background 

can be used from time t o t ime. 

Gradually emphasis can be sh i f ted from l i n e ajid riiytlim 

to d o t s , patciies, e t c . 

Hair and b r i s t l e brushes may bo used and they must never 

be l e f t in water. The rif^it way of holding the brush need t o be 

explained to the s tuden t s . Lines can bo f i n e , wide, flowiiig or 

i n t e r rup ted ; areas are of varying s i ze s more or l e s s c l e a r l y 

ou t l i ned . Textures are formed by d o t s , sraall patches e t c . wliile 

pa in t i ng , the s t u d e n t ' s arm sliould not r e s t on the t a b l e but 

should move f r ee ly . 

Charcoal and chalk Drawinf; : 

Charcoal coji bo used as ea r ly as the f i r s t grade. Medium 

hard or sof t grades are p re fe r ab l e , broken i n to convcniont 

lengths (about 2 i nches ) . Charcoal can bo used both for l i n e 

drawing ( th ick ra ther than tl i in s t rokes) ajid for t ex tu re (held 

liorizon t a l l y ) , 
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Charcoal i s p a r t i c u l a r l y s u i t a b l e for work on a l a r g e r 

sca le and for sketching. I t helps towards a general looseniiig 

and encourages a fee l ing for the contrast iJ ig e f f ec t s of l i g h t 

and darkness . 

Since charcoal smudges; a f i x a t i v e should be used. Char­

coal i s eas i ly wiped off, and c o r r e c t i o n s , t he r e fo re ; present 

no d i f f i c u l t y . Fai r ly largo sheets of paper, preferably of a 

coarse grained va r i e ty , a rc b e s t . Black cJialk ( o i l pas ted; 

graphat te , e t c . ) can bo used l i k e charcoal , thougl^ i t w i l l 

produce a soraewliat darlcer e f f e c t . Only p a s t e l s requi re a f ixa­

t i v e . 

The charcoal i s hold l i k e black board chalk. Gentle 

pressure produces ligjit shades, s t ronger pressure dark grciy to 

black. Thin l i nes can be drown wilJi the edgo of tho charcoal , 

Wliile areas can bo f i l l e d iii by placiiit; i t s e n t i r e width on the 

paper. 

PAINTING 

Different Types of painting 

Painting with coloured pencils -

Coloured pencils are used for both painting and drawing. 

Tlicy are particularly suitable for detailed work on a snail scale. 

A smooth paper should bo used. Except for line drawings, 

a small format is preferable. A limited colour range encourages 

colour sense and imagination. Most colour pencil drawings suffer 

from a profusion of colours, caroloss strokes and excessive size. 

Subjects dominated by colour and involving few objects 

may be choseu, 
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Mixed colours arc applied l ig l i t l y , pure colours move 

s t rong ly . Shading - in the sann d i r e c t i o n tliroufrhout each area 

must be done with gr«at c a r e . I t i s b e t t e r to keep a l imited 

i^mge of colours a t the begimiing. Iho out l i i ie of a f igure 

sketdiod with penci l i s t o be rubbed out so t h a t only the f a in ­

t e s t t r a c e remains for guidanco, 

Pa in t ing with coloured clialks j 

Oil ajid wax crayons, p a s t e l s and black board chalks allow 

much f r e e r e f fec ts thcui ordinary coloured p e n c i l s . Tliougli tliey 

can be used for ou t l ine drawings; they a re much more s u i t a b l e 

for work over whole a r e a s . Oil and wax crayons can produce a 

vas t range of raixod colours , l i ko black board cha lks , they a l so 

lend tliomselves to s g r a f f i t o , a scraping tecliniquo, impossible 

with colour penc i l s . 

Pas te l s smudge very e a s i l y and must, t h e r e f o r e , bo t r ea t ed 

with f i x a t i v e . 

Althou^i almost any kinr' of papor can bo used, f inely 

grained or smooth paper of a f a i r l y l a rge s i z e w i l l bo found 

p r e f e r a b l e , Rouglier papers i s more s u i t a b l e for p a s t e l s , 

The advantage of t h i s tooluiiquo l i e s in the f a c i l i t y with 

whicli work can be correc ted; the l a rge s i z e , and tlie freedom i t 

a l lows . 

Oil and wax crayons arcs held as c lose t o t h e t i p as 

p o s s i b l e . The emphasis ccui bo on l i no or on a rea ; l i g l i t e r colours 

should bo mixed with white t o increase t l i e i r rodiajice. Colours 

are applied e i t h e r by shading or by c i r c u l a r movements. In 

mixing, tlie l igl i t colours sliould be applie<l over the darker , A 

c e r t a i n amount of experiment w i l l be found i n o v i t a b l o . Tlie ground 

of the paper w i l l gradually d i sappea r s . Each colour should bo 
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applied in a different direct ion. Mistakes con be corrected by 

scraping off the colour with a sharp knife. 

Unlike o i l crayons, pastels and black board chalks nix 

badly, hence care must be tal^en to avoid smudging in the course 

of work. 

Painting witli Poster coloui^s : 

This tecliniquc offers a range of inf in i te pos s ib i l i t i e s : 

Out l ine painting; brush drawing nnd f i l l i ng , iji tlie contours 

( l i ne and plane); painting with and without preliminary drawing 

(pencil , charcoal); painting with coloured washes (water colour); 

painting with opaque colours (tempera); mixing tedmiques 

(gouache); painting with a limited range of colours; wet in wet 

painting, e t c . 

All these teduliques serve, above a l l , to develop the 

sense of colour. 

In no other medium colours are> mixed as easily as here; 

the cliild l i t e r a l l y discovers new colours. 

Almost any kind of paper can be used, althougli absorbent 

va r ie t i e s wil l bo found preferable. The out l ines of different 

media and tecliniques are described below, 

Tempera t Opaque Medium. 

Tlie colour i s put on thickly rind the ground i s completely 

covered. The teclmiquo i s par t icular ly sui table for begiiuiers, 

Colours are to be mixed on the pa le t t e with only a l i t t l e water. 

Water colour ; Transparent Medium 

I t i s an important medium on paper, 
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The colours are nixed with plenty of water , so t ha t tlie 

paper i s allowed to shin© througlu Hero "mixlJig colours" moans 

applying one wash over another . This oedhod of pa in t ing requires 

t ec lmica l experience and laa tu r i ty . The beauty of water colour 

l i e s in i t s fresh, t ransparent e f f e c t . Her© aire some iraportsiit 
50 

h i n t s for water colour paintin.g. 

Water colour pa in t sliou-ld be applied a t a da ike r o r 

s t ronger i n t e n s i t y than o i l p a i n t , because i t d r i e s I t ^ i t e r . 

This i s p a r t i c u l a r l y t i u e when working outdoors on a b i l ^ i t , 

sunny day, 

A d i r e c t manner and a fUll biush a re nocessaiy to achiove 

tlio luminosity tha t i s so iwportant in a water co lou r . 

The paper i s important in c rea t i i ig the spark l ing effect 

t l ia t t y p i f i e s water-colour p a i n t i n g . 

A muddy effect r e s u l t s when too many colours are mixed 

t o g e t h e r . 

A few drops of g lycer ine in the water before mixing water 

colour w i l l make the colour diy more slowly. 

A small piece of wet sponge kept in tlio c o m e r of water 

colour box w i l l help t o keep the pa in t s moist when not in use , 

Wlien pa in t ing a mass aroa , tlie dominating colour should 

be applied f i r s t . Then, while t he a rea i s s t i l l wet, working with 

o the r colours can be done. For more luminosi ty , r i c h e r colour i s 

added t o the pa in t ing t h rou^ i t h i s method. 

A way of s t rengthening t h e water colour i s t o use a dry 

brush tecluiique over p a r t s of the pa in t i ng t h a t lend themselves 

t o i t . Foro ground, fo l i age and sono of tlio slindnd areas can b© 

i n t e n s i f i e d with t h i s tecliniquc. 
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To l i ^ i t e n a painted area on rou^i paper a haid e r a s e r 

o r a piece of fine sand paper can be used. This raethod, used 

jud ic ious ly , w i l l often give l i f o t o an area t h a t has become 

deadened because of too many washes of co lour . 

Infoiwation regardiiig s u i t a b l e bruslies of water colour 

pa in t ing have been given in appendix No. F . 

Gouache t Wet in Wet p a i n t i n g . 

In t h i s teclinique opaque (tempera) and t ransparen t pa in ­

t i n g (water colour) a re combined* toge t l ie r . 

This tecliniqu© can be t r i e d occas iona l ly . Clean water 

i s drawn over the paper with sponge wet t ing the baolc of t he 

paper w i l l smooth i t ou t . Now powerful l i n e s , sliapes o r s t i u o t u r e s 

can be drawn on the s t i l l wet ground. The colours w i l l d i s so lve 

more o r l e s s , 

I f the paper i s too wet, tlie forms d i s i n t e g r a t e . I t can 

always be dampened again . The paper s t i c k s t o the t a b l e because 

of the water , without any drawing p i n s . 

Coloured waslies t 

Penc i l , cliarcoal and p a r t i c u l a r l y pen and ink drawings 

can be enlivened with t r ansparen t coloured washes. 

I f a t a b l e i s used ins tead of a drawijig board, i t should 

be covered with newspapers. The s tuden ts a r e to be shown how t o 

liold the brush, how t o dip i t i n t o the pa in t oiid how to get r id 

of superfluous colour on the edge of tlie bowl. Too much pa in t 

on the brush produces b l o t s j too l i t t l e w i l l sliow brusli marks. 

Colours can be painted over i f tliey a re allowed t o diy f i r s t , 
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With every change of colour, the brush has to be cleoiied in 

water and wiped with sponge. The values of tlio colours are to 

be changed - mixed with white tliey wi l l become l igl i tcr , mixed 

witli black they wi l l become daikey. This also reduces the 

purity of ooloars. 

Complementary colours form a contrast , while a t the sane 

time complemcaiting each other? they are del iberately used for 

t he i r contrasting effect. 

51 
Oil PaiJit ing : 

I t i s the ideal medium for beginjiers. As cliwigos aiid 

corrections are easily raade; unwanted passages of colour can be 

scraped off tlie canvas; one colour can be painted over another, 

drawing can be corrected. The painting can be put aside at any 

time, to be picked up and continued a t a l a t e r da te . 

Beginners can s t a r t with a limited number of quality 

colours out of tlie colours mentioned in appendix No. C l ike , -

Alisarin crimson, cadmium yellow and red, ultramarine, ivory 

black, liglit red, Tlialogreen and zinc white. These colours wi l l 

enable tliera to mix tlie various shades of other colours, needed 

for most purposes. 

Tlie best and most receptive surface on wliich to work i s 

stretched l i n ^ i canvas. Cotton Cv'xnvtis, quciiity cliip board are 

good subs t i tu tes . The working surface i s f i r s t to be rubbed witii 

sand paper, tlien a few coats of flake wliite should be brushed 

on to get the panel ready for use. 

Informations about sui table brushes and pa le t t e arionge-

mont are given in appendix Ko.E & F. 
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In fact there i s no fomula of pc.intiiig, however, a 

planned procedure can be nentionod. A drawing i s made or some 

definit ion of tlie l ines of the composition i s indicated. This 

i s followed by a tonned indication of l igh t and shade, and then 

by the application of colour. This approacli nay vary with sub­

ject of study and personal preference. 

Tliere arc two ways of approacliing o i l paint ing. lii "one 

raetliod, the ent ire painting i s usually executed in one session, 

without any of the passages being allowed to dry. The surface 

i s always wot, because the colours are applied direct ly to the 

canvas or over on© anotlier. This i s known as "a l i a prima". 

The other metliod i s to paint areas or passages and allow­

ing then to diy throu^ily before repainting over the sane area. 

The prelirainaiy painting should always bo done thinly and tlie 

subsequent painting gradually applied nore heavily, to help avoid 

future cracking of tJio paint Ic^yers. 

This netliod Ixas mcaiy advantages over ' a l i a prima' l ike -

painting surfaces can be gradually bu i l t up$ many ii i teresting 

textures are developed} the colours which turned dul l can be 

sprayed with a b i t of retouch vamish. On the other hand i t s 

disadvantage i s tiio chance of the painting boconing "cold" -

that i s , losing both in te res t and tlie s p i r i t of the subject. In 

contrast , the a l i a prima method insures spontaneity and a more 

fluent effect . 

Pale t te - knife paint ing. 

Painting with the pa le t t e knife i s an excellent netliod to 

acquire a broad handling of o i l paint . Any tendency toward t igli t-

ness or muddy colour is overcome when the bruslies are put aside 
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fo r a while and the e n t i r e pa in t i ng i s rendered with a kn i fe . 

Glean, sparkl ing e f fec ts can be achieved, fo r i t i s v i r t u a l l y 

inposs ib le t o have the colour go muddy or d u l l as so frequently 

happens when colours a re nixed with a brush. 

For b e t t e r hcaidling and r e s u l t the se lec ted knife should 

be enou^i f l e x i b l e . 

I t i s feas ib le to combine the knife aaid the brush for 

some sub jec t s . I n t e r e s t i n g t e x t u r e s can be obtained with t h i s 

combination J for example, t h e sky can be painted witli the brush 

and the clouds given more v i t a l i t y with touches of tlxe kni fe , 

or water mi^i t be paiaited smootlily with a brueii and the rocks 

with the knife to give an i n t e r e s t i n g c o n t r a s t . 

COLOUR MIXING 

Basic Informations : 

A. The th ree primary co lour s , yellow, red and b lue , mixed 

toge ther n e u t r a l i z e each o the r t o noke a gray. 

B. The secondary co lours , orange, v i o l e t rovl green nixed 

toge the r n e u t r a l i z e each o the r to mcUco a grciy. 

G. Two primary colours - yellow and red mixed togetl ier make 

a secondary colour - oraiige. 

D, Similar ly Blue and yellow mixed t o g e t h e r t o make green, 

E. A primary colour (yellow) mixed with a secondary colour 

(green) makes an Intorraediate liuo (ye l low-green) , 

F. Rod and blue mixed t o g e t h e r to produce a secondary colour, 

v i o l e t . 

G, Two colours opposi te t o each o t h e r on the colour wheel 

mixed toge ther n e u t r a l i z e each o the r t o make a gray. 

H. VVlieji black i s mixed with a colour , i t grays tlie colour 
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t o produce a neu t ra l i zed luie. Vfticsn black i s added to rod 

i t makes neu t ra l ized rod, 

I , Wlien Reddish brown i s added to v i o l e t i t mrJses a neu t r a ­

l ized v i o l e t , 

J , To get a more v ibrant secondary colour , l i k e v i o l e t -

red i s f i r s t mixed with white , tlien sepera te ly blue i s 

mixed with white and f i na l ly the mixtures are added t o 

obtain v i o l e t . 

K. The thinness of the pa in t l aye r i s f requently caused by 

the use of too much medium espec ia l ly tarpont iJ ie . 

L, S t i r r i n g paint mixtures too much on the p a l e t t e should 

be avoided. Mixing colours on tlio canvas w i l l c rea te a 

more l i ve ly and spark l ing e f f e c t , 

M. Yellow i s tlie most s e n s i t i v e co lour , A knife can be used 

t o scoop i t up when mixing i t witli o the r co lours , 

N, Wlien fewer colours a re used, colour iiarraony i s obtained 

e a s i l y , 

0, The us© of white pa in t should be kept t o a ratniraura. Too 

much white w i l l impart washed out o r chalky look t o the 

colour mixture, 

P , Colours should be mixed with the t i p of the brush h a i r s 

and tlie paint should not bo allowed t o seep up to the 

metal f e r r u l e , 

Q, Dippijig a brush i n t o two colours aiid not s t i r r i n g t he 

mixture on the p a l e t t e but applying i t d i r e c t l y t o the 

canvas often produces an i n t e r e s t i n g broken colour e f f e c t , 

The teclmiquo of colour mixing i s always acquired grarlually, 
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Bofore working witli tho f u l l rang© of a p a l e t t e one sliould 

explore tlie p o s s i b i l i t i e s of each co lour . An exce l len t s t a r t i s 

t o take a warm and a cool colour ( v i z , cobal t blue and Burnt 

Sienna or French Ul t ra marine ajid Burnt Umber) and do a conplete 

pa in t ing with tliose two colours only . For the next exe rc i se , 

t l i ree colours ( v i z , cobalt b lues , L i ^ i t rofl and yellow ochpe can 

be used t o obtaiJi a nuriber of colour v a r i a t i o n ajid experinonts 

witli colours along tliese l i n e s can bo performed u n t i l someone 

acquires a working knowledge of a l l the colours on a p a l e t t e , 

Brush Handling : 

Brush handling i s an important aspect of p a i n t i n g , Altliougii 

holding the brush l i k e apenci l i s almost i n s t i i i c t i v e , but one 

should experiment with the e f f ec t s t h a t a re aciiieved by haiidling 

the brush in various o ther ways. I t can be not iced how tho colour 

i s deposited on the canvas when tho brush i s pul led fiiraly down 

ward, in con t ras t to holding i t l i g l i t l y and p a t t i n g tlie colour on 

gent ly , 

Oil brushes are made witli long handles fo r a spec i f i c 

purpose. Much pa in t ing i s accomplished by holding tho ojid of tho 

brush handle - p a r t i c u l a r l y in tho ear ly s tages of a canvas. This 

enables t o pa in t with more freedom as tlio brush i s held a t a m ' s 

lengtli and tlie woi*: can be viewed as a whole. As t he canvas 

becomes covered with colour, d e t a i l s can bo added by gKisping the 

brush by i t s metal f e r r u l e , 

Long haired b r i s t l e brushes produce a more f lu id s t roke 

than shor t -ha i red brushes . The f l a t sablo bmsh witli i t s soft h n i r 

w i l l be found useful for snootliinf: rourh passacos, blending vc.rious 

colours toge ther and gonerally refUiiJig the paUiti i ig. 
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Large brusli can be used t o cover a broad a r e a . This w i l l 

insure a broad s t y l e . B r i s t l e bnishes nro preferab le t o sable 

brushes for most pa in t ings , boccaisG they irapart a more v i t a l 

s t roke t o the canvas. DsiJig a sable brush a t too ear ly a s tage of 

the paintiJig can lead t o an ujidesirable sliclaie&s. 

I t i s convenient t o use sepera te brush for l igniter co lours , 

p a r t i c u l a r l y the yellow, ochre aiid the Thalo co lours , whose t i n ­

t i n g qua l i ty i s so powerful t l iat they can ea s i l y find t h e i r way 

i n t o a l l the colours used. Old brushes a re useful as c e r t a i n 

e f f ec t s t l iat can be obtained only with them. Care should be taken 

not t o l e t the colour cone up t o the f e r r u l e . 

Cloaniiig aiid preserva t ion of biushos a re no l e s s important , 

Turpentine o i l , mild soap water ( luko warra) or c leaning agent can 

bo used for tlio purpose. 

A brush tha t has l o s t i t s shape can.bo res tored t o some 

degree by dipping i t in a mild so lu t ion of mucilage and water aiid 

by properly shaping tho brush h a i r s witli t he f i nde r s , Tho mucilage 

w i l l hold the l iairs in p o s i t i o n , Tlio so lu t ion i s allowed t o renain 

on oveiJiigUt then the brush i s t o bo soaked in warm water t o 

remove mucilage, 

Ghinora, Bronze. 
Etruscan 6th 
Century B.C. 
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8 . BosQ, Nanclalal . ŜIMUL TRRB̂  Dry p o i n t . 3J336,National G a l l e r y 

of Modew A r t , Now DoUii , 

9 . Bose, Najiclalal. Op.Gi t . P . 146. 
10 . Boso, Nanclalal . ' S l i i l p a Gharcha' ; Visva B h a r a t i P u b l i c a t i o n ; 

Ca lcu t ta ,a j986 . P . 130. 

1 1 . Ib i f l . Pp. 164-166. 

12 . Borev, Y u r i . AT^STI-inTICS Ti^z T r . by N a t a l i a Balskaya a 

Y. P h i l i p p o v . P r o g r e s s P u b l i s h i n g , I.Iosco\7 1385. P . 2 5 1 . 

1 3 . Ib i f l . P . 250. 

14 . Ib i f l . P . 2 5 1 . 

1 5 . Ghiraabua. MAPgiA Otl Tim Tn^OM"̂ .. 1280 A.D. Fvon t h e Book 

•Ghabi Kake B a l e ' /aicuicl ^Publ ica t ion P v t . L td , 

C a l c u t t a 1992. 

16 . Rerabrajidt, H.V.RLjn. PARABLE OF TUB LABQUHBRS IN THF. VIIJE YARD 

Oi l on cajivas 31 x 42 Cm. 1637. The I l e r n i t a g e . L e i i i n g r r d . 



316 

17 . L o r r a i n , Claude . MQHm^ Isl TiJB IL\RBQUR Oi l on cajivas 

97 X ISO Cm. 1634, The Homi tagG. LoninErofl. 

18 . Rembronclt, Hamensz Vaji B i jn . PORTRAIT OF AN OLD UMl 

Oil on canvas , 103 x 83 Gra. 1052. The Herrai tage. 

Loningrarl. 

32. Bose, Nanflalal . Op,Gi t , P . 19 . 

20 . Devi , Ava. STILL ST Ram Ava Art G a l l e r y . D a r j o e l i n g , 

V/est Bengal . 

2 1 . Diirer, A lb rech t . TIF. GRBAT PIBGB OF TURF, 1503. 

2 2 . P i c a s s o , Pab lo . DAUGHTER PALOMA. O i l on ccuivas. P e r s o n a l 

c o l l e c t i o n , 

2 3 . Hokusai , K a t s u s h i k a . TIIE GRHAT V/AVE Colour woort c u t . 1870. 

V i c t o r i a anrl A lbe r t Museum, 

24 . Reafl, H e r b e r t . Brlucation Throusli Art r r ibcr and Fab o r . 

London, 1958. Pp . 9 7 - 9 8 , 

2 6 . Dliurandliar, M.V, BQUBAY FISuKR V/QMAIi. V/ator c o l o u r , 1899. 

2 6 . Hoy, J a r a in i . DEAD CHRIST. Tenpera , 

2 7 . Key t . Georgo, »SRI KRISIB^A MiD GQPIS' O i l on Canvas. 

2 8 . B r i u l l o v , K a r l . THE RIDER. Oi l on cruivas 291 x 206 Cm. 1832, 

The Trotyakov G a l l e r y . Moscow. 

29 . Konclialovsky, P i o t r . BLUE WILLOWS. Oi l on ca jwas . 

60 X 80 era. 1926. Art G a l l e r y . P o m . 

30 . Aivazovsky, Ivan . TIIE SLIUGGLEBS, O i l on c a n v a s . 63 x 99 Qn, 

1834. Art G a l l e r y . P e r n . 

3 1 . Yuon, K o n s t a n t i n , MOHIIHG Bl PiDUSTRIAL MOSGO'.Y. Oi l on 

c a n v a s , 134 x ISO Cn. 1949. Tlio Trc^tyakov Gallery,Moscow 



32, 

33, 

34. 

35. 

36, 

38, 

4(), 

41, 

42. 

43. 

44. 

45, 

1 

;Jl7 1 

Rose, lfnndnlnl, LORD WDill!A, 

or Mode!!> Art • ll ew Delhi. 

1 

.1 Sysolintin, Georgy, MOSCOW IS WILDI!IG, Oil on er"lV<I.S 

l4G >: 3)0 Cl'l, The U,S,S,R. Llini.st:r-; of Cultur<>, !loOC0\7 1 
Snrynn, Mnritiros, AT TilE FOOT OF Till': QIJINTS, 

100 X 91 Cl'l, 1958, Art G:cllor;!, Pcm. 

0:!.1 on 

Klol'l, Pnul. AOOJIID Tim FISII "'MP~'"" :cnr1 oil on e:cnvns. 

The MusOUI'l of' I.ftXlOl'!l i•rt • ii 0\lYOrk. 

Roy, JM~ini. MOTHER MA!U J\Nll CHRIST T011pern. Lnlit Knlr, 

Akr.rl MY. li cw Dellli. 

Doincltr,, Alo:x::uldor. T!IE OOTSKIR!'S OF MOSCO\'/ Oil on c::uwns, 

92 :x 136 CM. 1941. Tl1o Trotyakov Gnllor-;. Moscow. 

Courtois J<~cques, BATTLE SCEllE (FRA!IC!l} Oil on cmvns. 

64 x 89 CM, Tho Cnthorl.no pt>.lr.co UusOOJ'I. il.lssir,, 

Roy, foJutth. A SAHTAL GIRL ColOtli'C<l Woorl cnrving. l.Josh, 

Fortni&htly, July 194. 

Bri.t&llov, Knrl. LADY COLLl'CTDW GlW'llS, Oil on cr"lVns. 

The a.tssinn Museur1. Lcningrnd. 

Vnmn,Rovi, SRI RAMA VANQUISI!IHG T.fffi SB~, Oil on cr"'vns. 

Shri.Jny<~eh:u'lt'lr<tjonilrn. Art Gnllory, Mysoro. 

Brl.Ullov, Knrl. /Ill B:t!>l'XlTIIllT A!OTiffiR Wnt<lr colour on 

0<11"1 bonro,18 >: 22 Cl'l, 1!131. Thr, 'l.tr.SiM Ml1SOI11'l, 

LG:Jlinlgrt.cl • 

Borov, Yuri. Op.Ctt. Pp. 15C..57. 

Pnsrichn, RMnnth, L.MlD SCAPB linter colour 1966, Lnlit Kt>.1c, 

COlltCl'lpOrt•!'Y 7 & 8. 1968. 

Picnsso, Pnblo. LlliCX::lfT colou:rc<1, ~'roM 'Dosh' Auc;. '94. 

1 

1 

1 

1 

1 

1 

1 

1 

1 

1 

1 

1 

1 

1 



318 

46, Picasso, Pablo. GUEHilGA u i l on ccuivas. l l x 26 inch . 

aS37. Museum of Mortem Art, Novjyork. 

47, Mndliak, Punron. 'Henry Peachcun cuirt His con t r ibu t ion t o tlie 

v i s u a l Arts in England ' , liMDMl Vol, XIII ' 9 3 . 

Kala Bhavan, Visva Bliarat i , 1993, Pp, 65-6G, G3-G9. 

48 , Boso, Nandalal. Op,Git. P . 23 , 

49, T r i t t e n , Gohfried, Art Teclmiques for Gliildrcin, B.T, 

Batsford Ltd. Lojidon, P, 23-28, 

60. Gasscr, Henry. Hon? t o Drai? aiyt Paint Doll Publ ishing Go, 

Inc . 1955. Kcwyork. Pp. 154-187. 

5 1 . Ib id . Pp. 13, 101-103, 216-218, 

52, Ib id . Pp, 34-38, 

63 , Li t t lo^olms, J , Tra in ing of Tasto in the Arts aivl Graft? 

S i r Isaac Pitman & Sons, Loixton 1933. 

54, Jolm Stone, v/iHiara. Child Art to Man Art . Macraillcui Zii~£\ 

Go. Ltd, 1947, London, 


