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" It is orlained that never shall any

man be able out of his own thoughts
to make a beautiful figure, unless by

mich study he hath stored his nind, ®

—— Albrecht DMrer,



7.1 INTRODUSTION :

" Learning through thinking, reading, writing and spoaking
with woxds hlas long been stressed by the educators. Althouglh
another effective means 'to see and draw' has been almost
neglected. Yet in both systems students identify, scperate,
relate, analyze, organize and express ideas and feolings. luman
intellect and emotion arc used in both cases, When our concern
is aesthetic sensitivity the means 'to sec and draw' can in ho
way be spared, Art is an individual means of communication,
resulted fron inlividnal's observation and feeling. Fvoryone
sees, roacts, w1l exprasses diffarantly from evoryonn nlae,
Theough ALffarent modiums like drawing, painting sculpture ete.,
peeople rclate theipr ideas, values wd feelings. Thiey show how
they respond to the world and to otlier peoplc.

Henee in this field, eye-hand coordination is of prime
importance, The fundamental and indisponsable pa.rt of drawing,
painting and seulpture is the ability to see and think in detail,
to think in tems of thiree dimensional space, to see the rela-
tionship betwoen details and to coormlinate what one sees with
the images one draws. Whon we talk about arousing acstlietic sen-
sitivity we mean develOpmenf of these abilities through exercisc.
This is a cognitive process in whicli one uses mental imares and

perceptions as well as worils to think, record and develop one's

ideas.l

7.2 OBSTERVATION

L]

Drawing and observation or sccing am c¢lonrly rolated,

Chservation sharpons drawing and in turn Adrawili; sliarpons
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observation. Pupils can not draw mostly because they attend
so little to the things they look at. |

Seeing is not limited to the usual viewing of things,.
It includes creative at inquisitive looking as well. Creative
looking means seoing things from unasual views and distances,
in uncommon 1ights, in new groupings, and in rarc positions,

One who secs creatively, looks for the emotion-provoking
qualities in things, the moods produced, the ways the colours,
shapes and textures are used to croate such mood. le is aware
of the sensory feelings one could get if one touched what one
saw,

In fact, the ability to draw, in large park, is a matter
of learning - learning to obsorve things., Thiis is 0% o
special gift., whon somc one beeomes more acutely aware of the
diversity and variety in the visual world, becbmes more onen
m‘*:d cereative, The motor skills necdad to put marks on paper are
easily learned with practice,

- Learning to observe all the details of light and dark-
ness, coloufs, the myrial textures, the shape of flat things
and foms of three dimensional things and all the kinds of
lines going in all directions takes time; but it is marvelously

enriching and condusive to sensitivit:f.z

Observation of Natural Objects 3

The observation of nature is a part of an artist's and
a connoisseur's lifes it enlarges his form-knovwledge, keeps
him fresh and free from working only by formula, an? feeds
inspiration, Thern is in naturce o linitless varicty of shapes

and Miythms; the telescope and microscope have enlarged the Ticld,



_ PHOTOGRAPS OF CRYSTALS

Fig - 1
From these, one can enlarge his form-knowledge experieilce.

Pebbles and rocks show nature's way of working stone.

Smootli, sea worm pabbles show the wearing away, ribbed treatnent
of stone and principles of asyametry.

Rocks show the hacked, hewn treatment of stone, and have

o jagged nervous block rhythnm,

FOSSILS
Fig-2
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Shells show naturc!'s hard but hollow form and have o
wonderful completencss of singlc shapc.

- Bones lave marvellous structural strength and hard
tenseness of'rorm, subtle transition of one shape into the next
ad great variety in section.

Trecs form one of the most importint elements specially
in landscape painting. Their anatomy can be more throughly
studied when they are bare of leaves,

A typicnl exanmple is the difference in the trunks of
trees, Generally a fast-growing trec is much straighter than a
show-growing one, Trec tmunks show nriheiples of growth and stren-

gth of joints with easy passing of one scction into the next.
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FAST GROWING TRUR THUNK4

Figua
Branches growing round
the frunk in Sniral
rnovenent (clock wise,
in scarch of light,
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A elose study of a branel: reveals the nnples - hinw the

smaller branchog leave the larger one. ™ie sreadnal taporing

toward the ands of the twigs.

A branch with
Sub-branches comparad
with the bonny
structure of a snake.

5
BRANCHES
Fig=5
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At first look the clusters

of treces nay look all green.

Although the Neichbourine tpeo May have a yellowsgh cast or

brown, If these colours are exaggerated and applied o the

canvas, it produces an intersting groun of trecs frae from

deadly monotony of ohvious greon,

Leaves of treoos

we

. 4
- . -
f ™
«! . \ .
: - ¥ &

in naturc ol'tcn ereate boautiful dc¢siens,

24}
FROST ON LAVENDER AND LAU REL
-_-_-_-_‘_'_‘—_n—_-_-._-?_-_‘___ —ge-
fig - 8
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Trecs are really growing out of the ground, with its

roots gripping the earth - the feeling to be conveyed while

painting as shown in the fig.

8
ROOTS GRIPPING Tiill BARTH

Fig = 9
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The spots of sky that are seen breaking through a trec

can be noticed - their colour is in a slightly lower key than

Immer Structure
of trees.

1. Gaava

thie rest of tlwe sky.
2. Raintreec
3. Sal

4, Bamboo WO . . i géJ

!
5, Palnyra
G. Date Palm
7. Banana
8. Papaya

@

Ixternal Structure—2>
of the trees. Er- 2

1. Banyan

2. Mango

3. Peepul

4, Tamarisk

5. Rain tree
Baknl

7. Palmyra

8. Banana

STRUCTURE OF SOMF TPE":ESQ

Fig-10
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For drawing or painting first it is necessary to see
tiie entire tree as broadly as possible. After indicating the
largest masses, the secondary foms within these masses can he

looked for.

Trees in Traditional Indian Art - observation blended with

decorative spirit,

f"’
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Fig-11
RAJASTHANI DEGORATION
Fig-13
Water

A body of water varies in colour from the immediate
forcground to theo distant horigon, Its colour is affceted by
the amount and gquality of light it receives from its deptl,
its shallow areas, the sky, prevailing winds, and reflec-

tions of its surroundings.
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The colour of the sky generally determines the colour
of the water,

It can be observed that tuc dark areas or an object
reflected in water appear siighitly grayed and the light areas
a bit darker becouse water has a neutralizing effect onn all
reflocted colour. Thiis effect varies acconling to the intensity

of the source of light,

On an' absolutely still day the reflection on water wiil
be mirror-like, Auy brecze that blows, however slight, will
cause wavelets that break and distort the shape of the reflection.
A line of light cinl be obscarvedd gencrally at the baseof
the immediate reflections of river baks shore lines, and even
the edges of puddles,

Skies
Generally the sky creates the mood of a landscape. It

detemines the quality of light that pemeates the entire sub-

Jeet, Nomally lighter at tlic horizon, the sky gradually bceomos

leeper overhead,
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A close observation discloses thict althrough the clouds
are constantly changing, a certain pattern does exist., Keen
look further points out that the smaller clouds are cooler in

colounr when contrasted to the warmer tone of the larger clouds,

Fig-1b6

whien clouds are painted high in the sky the objects below appear

shorter. When painted lower towards tie horizon, the clouds
impart a feeling of majestic height to the objects.

A more 'atmospherie' quality can be given to blue skies
in a water colour by first laying 2 light umber wash over the

sky area, It is allowed to dry before applying the blue,

Postures and !icba' of different animals.

A elose study of the animals reveals some interesting
features which are often illnstrated in paintings.

l. Herbivorous animals which sit foldineg their four legs,
usually having big belly and bulky lower portion, While
the camivorus animals are mostly hicving thin belley and
waist but with strong, broad chest and shoulder,

2« From Biological point of view, the horse and the ass are
of the same group but the horse like deer, has shown a
renarkable distinetion - comparatively they are having thin
waist and an upright neck, it is simply due to their liabit

of m™nning.
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A clear trend of evolution can bhe apprehended . higher
type of animals are having spinal chord perpendicular or
nearly perpendicular to earth as if like the plant world
they tend to look towards the sky, tlhie domain of light
and life,

Most heavy herbivorous animals sit folding all their legs;
a sign of comfort attached to their position,

Most of the fast and ferocious animals and who are afraid
of hunters although sit on their waist but keep at least
their front feet extended so that they can move or mn

imnediately - 2 sigh of alertness.,

Rhythimic vitality - expressed in the novenents oi life :

BPach ' Bhaba'! or emotionh crectes a sensation in an animal

which results in a particular posture. The posture can be

traated as the symbolic representation of the aumotion, When a

particular omotion dominates over othiers in most of the time

and daring all the activities, the animal carries a pemanent

impression of that\Emba'in ites physical feature., Especially

it centres round the spinal chord of the animal and caon be

viewedl distinetly from any of the sides,

Some studies related to Hiythmic vitality by Acharya Handalal Bose:

Fig-16

11
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Rhythmic Vitality

Fig-17

A deer driven withh fear (here, the rhytlmic vital line
is shorter, contracted - the effect of fear). The other illus-
tration represents a relaxed mood (thie rhythmic vital line, here,
is longer stretched - the effect of pleasure).

Mythmic Vitality : Permanent impression on animals
physical. feature

And

Impression on Human Figure
(Examples)




on animal's Sp

ImEression




Study of Human Figire s

Fig-19

7.3 ANALYSIS

In this part of discussion -an attempt has been made to
arouse the aesthetic sensitivity of the students by presenting
some selocted drnwipgs and paintings with thoir analysis, This
will provide them with somec ifmportant aesthctic experience. The
studonts who develop their ability to see creatively and analy-
tically and draw what they see, have a much wider potential of
learning and gadning experiance.

In the matter of selection, - the nurpos; of the study,
thé age and boaekground of tho stulcnts have bech given due

consideration. For reasons ol spacc this list of presentation
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can harily be treated as a comprchensive one which needs incla-
sion of many illustrations depicting other important aspects of

painting,

The Anciont Art

The ancient artist did not perccive the beauty of the
lanflscape, Taylor, the Bnglish etlmographar archecloglst,
pointed out that one area of painting in which modern artists
undoubtedly surpass the ancients is landscape painting. No
matter how wonderfully the figures were painted, the immediate
back ground be it nature or man made thing was still in a state
close to ideographic writing. The attention of the primitive
artist-hunter was concentrated on what provided liis liveliliood,

2
He was a magnificent :mimalist.l

PRE_HISTORIC GCAVE PAINTINGSS(Bushman Rock paintings
Tsisalh George; Brandberg South VWest Africag

Ancient artists did not know lincar or spatial perspec-
tive, Ancient Fgyptians painted the figure of the military
comnaixter several times larger than those of his soldiers, In

a cave painting at island of cham kangaroos are pursuet by
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thirty two hunters. The thind one is twice as tall as all the

raest bocause he is the chief. Suclhi were the early compositional
13
acconts - semantic rather than spatial,

Barly chinese and Egyptian art revolve around narrative,

Drawing and painting were close to each other. Mostly paintings,

were a sequence of events, a story told through a series of

figures,

o LSE
PR

Fig.21a

Yet even at that early stage, paintings make it possible
to express different points of view in two dimensions., Barly
Fgyptian artists painted both eyes on a face shown in profile.
In ancient South HMelanesia paintings a disc is found above a

hanman head which represents the back of the head.l4

Medieval painting presented a conventionally flat picture

of the world, the composition being based not on the distance to

the object from the observer's eye but on its meaning and signi-
: L : _‘.:'- ..\‘ .

ficance,.

 PALNTING

- FROM
MORTUARY
CHAPEL
Fig-21b
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) 15
HADONA Ol TLRONB
Fig-22

Under Renaissange artists' painting flonrished, Paintine

was consideapet as one of the best mediums for expressing the rich-
ness of life, its spiritual and asrnsuous heaunty, natonical dilfc-
rence of people of diffcrent ages, wiatony ol tlic moving hunan

body were reflected in the paintings,.

PARABLE Or THD

LABOURTRS IR

TOE VIan TARDLC
Fig-23
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MORNING IN THT II.-'\.RBOURI?

Tipa24
The Renaissoance laid ilic foundation of eoalouristic
conposition vhich accents atiention an thc eentral nassage o
the nictare thima-hy Licht an? eoloam,
Ronbrandt in lilg noztrnita nace +he Adork hrgliewgand o
acceent by Light fhie moot oxuroscive pares 28 o, Ls roce wud
liends,

the sigare 25, 'Portrait of an old man' on the next page

is an excellent examples of such painting.



204

The Renaissoiice discoverad fiie Laws of porsnachive,

¥
t
H
Vv
H
!

DY CFOS,

PORTRAIT QF AN OLD MANlB

i g-25

Alberti opcani-al thc space Ln o painhing

¥
i

Jrautidl ol raygs coning Tron the 2bjret 40

The Fileures in the next page, 'Solids in space!,

11lnstrate the concept of the poarspective,



Laws of perspoctive

SOLIDS IN SPACE

Pig-.26G

Classification of paintigg._lg

Roughly paintings can be grouped undar threc heads

I.Initative painting ;-
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Imitative Painting : =6

5w

In Hiege nﬂin%infn, ATEL e g LR S IOt a0
tﬁchniquns D Aemioy what 1~ NETaivag ~e in res ity Rnouloﬂ;'
of Aatomy porspoc?ivc; Priigiyicg YL oontics g pornoptiuu,
hely lism R lot, g Wit fuse dnvolopnrnﬁ 2 photogr&phy, e
trendg oy norfeocs imitation &S Been Ml minimizad, Althgqgh

teclniiquag related 4o sacly DToANe G gy g arec stila inpos et to
artists



267
Imitative Painting :

21
THY GRBAT PIWCE OF TURF .

Figa28
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et W ar

il Bxpressive (symbolic) painting

jiare the depiction mostly eontains tho reflection of

artist's mind,

. 22
DAUGIITRR PALOTIA

Fie.20

The expression of thie objoc? nay partly tolly with its
renl fom or may bo entircely divicront Lroi Lo ouh Lt 1s nover
G copy of it. Tilis deviation is the =»esalt ol artist's conccious

or wnconseious offort but in no way a result of liis wesiness.,
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111, Riythmic painting :

In thesc paintings emphasis is speeially laid on the

rhythm of form and movement,

DAHGER

Fig-30
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Rhythmic Painting :

S

THE GREAT WAVESS
Figw31

The tremendous power of the sea is in the surge and sweep
of linec that overwhelms everything in its path, It can be
observed how vividly the short staccato strokes of the subor-
dinate rhytim accentuate by contrast the dominant flowing move-
ments,

The above classification although roughly done, holds
good for paintings of all the countries. A painting may belong
to a single elass or carricas the impression of more than one

class.

Hodem painting and its classification

The distinctive schools of modemn painting are Realisnm,
Haturalism, Impressionism, Supor realism, faburism, Ffauvisnm,
Expressionism, Cabism, Constructivism and sunetionalism. It is
difficult to bring this vast confusion of styles axl movenents

under a general classification, lowever, thesce sclicols fall
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naturally into four groups :

a) Realism, Naturalism, Impressionism - toms whichh indi-

cate an imitativo attitude towards the external world of nature.

. ] PoreTT

BOMBAY FISHRR WOMAN

TF1g-32
This group may be equated with Jung's ! thinkins-type' considoring

the funetisn of the schools.

b) Suporrealism, ruturism - terns wideh iLidicate a_roaction

from the extornal world towards immatcrial (Spi ritual) valucs.
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DEAD CHIRIST
rp-33

This group may be equated with Jung's ‘fecling-type'.
¢) Fanvism, Expressionism - topas which indicate a dosirc

to express the artist's personal sensations.

SELF PORTRAIT-PICASSO
rig.34
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d) Cubism, Constructivism, Functionalism - tems which

indicate a preoccupation with the inherent (abstract) forms and

qualities of the artist's materials.,

27
SRI KRISHNA AND GOPIS

Kig-35

And this group may be equated with Jungts 'intuition-type’.

Colour - Atmosplhiere and Drawing

Colour :

Colour is the fundamental plastic means, and the other
elements, line, light and space may be regawled as modifications
or aspects or results of it,

Variety or richness and harmony add greatly to "quality"
in colour, bhoth in the picture as a whole and in the seperate

parts, elements and units,
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or rrandiness, !l the goneral elfoci 12 o gusenriciality
Varicty o coloar iions not newy voriety
erployment of all the colours in the spoetrut, Wven single
enlour used with varioas shcde atd tons tinced with 1ighs and
shaflow can produace varicty. e word '"ricancss' hins two meaning
its first meaning is the varioty os motionad ohove bul thore

is another sanse of +thie word for which & synonym ¢l be asexd

juciness™ as somntiing opnosad o "dryness®. This is prascnt

nearly always in the greatest nasters o colour,
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e most important diflorcncs in enloas Anslit annenms

when the relation of colour to 1iehk i zonsid-rad,

31 WaGE iy e e i

Colour combings witin LL at ©wo L0531

atmosplicre and this nay boe a noast irportont clenent in orotaetic

Gl’l‘(—’c te

Light lins o direcct inilucnce nnon colour, ciriching Lt
by i i : ) it
oW internal laminosity and the ineanteity to tae advataceo
21 this inflacnes ig o

toseriong deleatd iy singsiio 5w
lrotio Imm,
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In the world of rcal things, colour chianges its juality
wider dilfforent degrecs of iliunination il the abilivy to

ntilize the alteration so elicelted is an imnortant nart of the

 MORNING IN DUDUSTRT AL MoSeoW ©

Bipa
shenn light s not propor.) asce Ll eoiLicCHion Wita colour,

plastic reality suiters, L stowt o: Lringins out adl povesling

new hamonies within doloazr, tae lizut secms teo ofrace coloar

@l act merely as a substitute ror it
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Drawing :

Drawing is n good art when it is frge from confusing
elements, like isolated literal contour op over decorative
Quality; when it ig SO condensed, SO simplified that it carrieg
in itself sufficient revelation of objective fact; to enable a
Viewer to grasp the @ssence, si sgnificance, conviction of

objective reality in the tidings portrayed.

Ay -
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+In short, drawing consists not in the literal reproduc-
tion of linear contours or shapes; it is a mark of the artist's
ability to rosolve the lines of domarcation into seperate paris,

gselect certain parts for emphasis, and recombine them into o new
ensemble that is a form in itself, not merely a daplication of

the shape of an object.

TCH BY LEON ARDd
Fig-41

SK

Line gets power by what it does to what it contained
botween the lines; that is, as with all other foms, its
essential characteristic resides in the relations it assumos

and creates,
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Perspoctive

— e e =

Leonardo gave o simple but clear account while dealing

with the aspect of poerspcctive,

In his opinion, perspective is the base of painting, it
is rr:i_n ant helm of painting, It is noihding but a compmlate
scnse about our vision, All +#he objects with their differoent
formns and colours, existine bhafore vision nre »eachin~ oyes in

the ghanpe of Aifferent nyranids, Tyes are gsinnly »ccalving thoge

nyramids,
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Persrjeétive of diminution deals with the meoasuremont of
object which is gradually becoming shorter as its distance
inc reases from eyes.

The other part of perspective explains how colour of an
object changes with the distancce, In modermn term it has been
mentioned as !values',

The third part of porspoctive, that is, Yenvelopoment!
explains how the structural proportionsl rolation of an object
becomes hazy with the increase in distance of the object Lrom
eyes.,

All visible objects have thiree distinet qualities - a
solid entity, shape and colour. Among thesc, the solid entity
ean be more sasily recognized than the shape wd colour. Again
colour of an object can bo recognizod easily thian its shope
while viewed from a distance. Hecessarily this observation does
not hold good in case of luminous or glittoring object.

If some objects of samc size arce kept at differont
distance, the furthest will look smallast.

Similarly if some objocts arc of same - colour lumino-
city and size, the furthest will look most pale and smallest,

A dark coloured object will look more bluish if %#ho objoct
and the atmosphere between the objrct and eyes become brighter.

"Ihc vory distant objects like mountains will look bluc,
This colour can be compared with the célour of the atmosphere

while the Sun stays in the east.

Among a number of shades of equivalent deptli, the shade

which exists near eyes will look less deep.

———
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Foms of perspective

The two principal forms of perspective, parallel and
angnlar help to create the illusion of depth speclally in

painting landscapes or seascapes,
In parallel perspective, one vanishing point is used,

and all lines parallel to each other converge to this point.

Fig-43
In angular perspecktive, lines which are at right angles

to cach other converge to seperate points. The horizon, to
whiclt all these lines converge, is always at the level of

artist's eye.

Fig-44

Gomposition -

The term 'composition' has been applied to the distribu-
tion of masses, but this is an unjustifiable limitation of its
meaning. The compositional units of a picture nay, but need not,
be masses; they nmay also be areas of colour, islands of light,

linear arabesques, or any means whatever by whieh balance and

ity are sccured,
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Somvosition
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__AT THE FOCT GF THP OIANT ©° _
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o

nomodern painting, Copoeiildy in vWaiza thie ase of

relotively adstract design Lo very cxtensive, il ©h6 parts
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tlie picture arc morce nearly on @ ¢qual rooting compositiosnarly
than in the primitive and Ronacissance pichurces, the orgoniza-
tion of whicli'is usuaally focusced aboat individasl volumes or

groups of volumes,

Composition in Abstract Deosign

e T

ey,

s3Iy
[ 4 4 i

qaq

| 35
ARGAID TIT 2ISH

- K A
ri S—‘:_‘-
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Mass composition -

The simplest form is thiat of a central mass with balan-
cing figures to right and 1eft.by which bilateral symmetry is
attained; this fom is usually that of a pyramid, and achieves
tiie scnse of stability and rhytlim in an obvious form. It is
illustrated in most of Raphacl's Madomnas, Often it is so stereo-

typed as to indicate a poverty of imagination.

BILATFERAL
SYMMETRY

d_ i1

VR ;'.‘.--Jllit“ﬂ
I t?'fu‘mﬂ‘mm

MOTHER . MARY AND CHRIST
FLg-4Y

Greater personal expressiveness is achieved in the
distribution of masses when instead of a comnlete hilateral
symmetry, a painting may have volumes dilrerent in kind but
similar in function, whiclt surprise and yet fulfil the normal

desire for balance,
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Balanced but not a complote Bilateral Symmetry.

v e —. Lt b A

. g—————

DY QUTSKIRTS Ur MOSCOW
£ ge48

In the composition of rnasscs, it is their relation to
the central mass that tics together the SOporato nasses,. The
central figure is usually in these cases tlic onc of greatest
interest, so that tlierc is a1 obvious parallel batween plastic
and narrative or human valucs of' the soveral units,

In a good painting, lic Tactors like - the Aisposition
cl” masses, colour, the Aistribution oi livit are blended per-
feetly, As witlh colour, the light represented in various parts

of the canvas »ften forms a pattern in itsclf, A firure or



objcet functions quite dirferently aceowiing to its ploce in the

pattern of Light, whicl: is distinguishablc but inscperable part
o the nlastic Jom.,

Te mamncr in which a picture is composcad is an assontial
nart of the total design wid nast ve juéged as subsidiary o it -
judping componsition in isolation is & unjust way,

Individual lirfures or nassces do not always oporate singly
as compogitional units, they may he perccived as part of a whole

groap whieh Imnctions s o unit, as in poverful composition on

a large scole. In that case thore is o subsidiary compnsition

within the group, just as in a symnlions scvors) movenents are

i_l

found, caeh one a eonposition in its

Sphee composition -

Tronsition of space composition nay be nade if thic

Iation ol figures anxd nagscs is considerad Lo back-rrmund,

3

e relation betweon the contral figures and thie back-ground

{Hj

is exceedingly important tuou, Ji the objects Lhv tiwe biciigoround

may be oxtroncly sirmple,
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rendered, but the intervals, the rclations of distance, are
intrinsically pleasing and reopresent personal feeling instead
of liteoral imitation. The merc representation of distanco has
no closer rolation to art than thie work of the surveyor or
civil enginecr.

Objects well composed i space are not hwddled or
crowdod: each objoct is in its own space, eacli has elbow-roon,
no matter how small tho space may be, The orlering of tlwesc x
relationship constitutes the space-composition of the picture
as a whole and is an important source of acsthietic pleasurc,

Space-composition, like the other plastic functions,
rcachos its greatest height when colour takes the most active

part in it,

Tactile valuos

Painting is an art ﬁhich aims at giving an abiding
impression of artistic reality witli only two dimcnsions.,

The painter must, therefore, do consciously to construct
his third dimension by giving tactile values to retinal impra-
ssions so that the picture shall hiave ot least «s nuch povcr
as the objeot reproscntod Lo appoos to cur tactile imacination.
A master painting beside appealing to the tactile imagination
as is posscased by the objoets repreosonted addsg somoething
more - a keener sanse of reality, of life-likeness thon the
objects themselves, This is why an object whose rcecognition in
naturq nay have given no pleasurc, beeomes, vhen recognized in

Q painting - a sourcce of acstlictic enjoymont.
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Taetile values.
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Fig-50

It can be noticed? that o raerlize form it is neecssary
to cive tactile vilucs 4o rotinadl congo lons.  wrdinarily tic
viewers hove considerable diliieulty in skimning off those
aetile values, and by the fine they bnve reachiedd 2ar Cols-
clousness, they have lost muel o5 #heir» strengtie Obviously,

e artist whio rives these voines narve »asialy than the abjret
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s teeli r;ch the VIGWors e l)lc-;jsu""czs QQHSC:QLIC:I‘I‘{_'-I apon & more
vivid realization oi tho objecy, and tue rartier pledsurces that

eome Lrom the sense ol creatar pnsjyc: hicol comacity.
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Lainting oyl story e

4 padnting noy uphold o gstory or o opoart ol it. Zut its
attaclment to a story is in no way, o ossehtial condition, &
nointing ehdr nover br trected as o median Tor propagotion of
Literature or morality, Juch & notion o be & bip barriar
ror o ri

It apprecilaiioii,
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AN TXPTCTANT How}mnq‘“
Fig-562

Centre of Interest :

There may be a number of characters or ideas in a
painting but gennéﬁlly they ¢l) revolve round & single centre
of interest, which the artist wout to highlight consciously as
a part of his provious plonning, This confre of intercst may
occupy the coentral place i.o., the most part of the composition
of a painting or may not but in all cases it draws the nost

attention and keeps the balance., Size of the centre of interest
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is immaterial, Thus a small bright star denoting the birth
place of Loxrd Christ over sleepy Jerugalem or & lonely ostrich
at the background of a desert storm or a winter tree under vast
pale sky may form the centre of interest of a peinting. In the
above painting the centre of interest is a baby who is yet to

arrive on this earth.

: 43
Transfomation of visual o form

At each level of transition to the visunal as a form of
cognition, the principles of transformation and interpretation
are tied up with organizational aesthetic and stylistic aspects

and econceptions,
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Pransformation of visual to fomm,

Fig-54
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Form and feeling

To gain intensity of feeling the artist has rendered
liis subjcct with an emphasis on an gular forms, using Sclection
and distortion to convey a mood rather than to represent appea-

ratices only., The strong pattern elcmcnt WAll be or interest to

leameors.,

Painting and Drawing :

The 19th century witnessed & decpening an final division
of painting and drawing. Drawing dealt in linear relations.
Paintings record the real relationshiip botween the colours of
the world, it is in colour and thirough colour that it expresses
the essence of objects, their aesthetic value and assesses

thoir social significance and their harmony or disharmony with

the surrounding world,
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LAND SCAVE

i g-56

The impressionist's way

The fundwmental difference from drawing is readily
apparent in improssionist painting. It conveys nothing outside
colour, all the linear elements being secondary. Not the out
line but the colour'relationships botween the objocts protrayed
bocome the velilclos of tho aesthotic message of the paintings,
Painting becomos independent of drawing which used to be its
main aim, It mastered light, portrays the colour of light, half
light, mist, air, shadow and semi shadow, Tho very composition

in painting becomes ecolouristic,

Picasso's 'Linocut' is onc such example.
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An Impressionist 2ainting

LINOCUT >

Fig=-57

20th contury painting

The character of painting changed remarkably in the 20th
century., Tho advent of photography, cinema, thc tremcndous dove-
lopment of technolégy, the breadtli and profusion of impressions,
the deooponing of the intellectunl and psyelhivlogictl world of
man - all these factors influencoed artists view deeply, colour
photography confronted the artist with new challenges. In the

20th ecentury the subjective element in painting bacomes more
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important and this moans the signiflicaxe of personal vision

and individual perception of life,

-y . - S Lt

46
PICASS0'S GUERNICA

Fig-58
A familiar twenticth: century Master pioecc. It was
paintaotl as & protest against the liazi bombing on Guemmica
during Spanish Civil Wapy, The painting dphodds - the bombing
of a town; the agony of the victims; the communication of
the event by news mediag the comparison of military terror
with bull fight and the impact of destruction on classical

notions of reason and orler.

7«42 Art Tecliiiques and Lethods

When ehildren express thiemsaelves pictorially, they try
to conquor reality. Methods, teclmniques anﬁ materials 2ll are
only the neans to fulfill this aim,

The prascnt discussion deals mainly witihr a few teclni-
ques, materials and somc mcethods Ln owler to help children in

thielr work ol creation, Thc usc ot thie toclmiiques hias meaning
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as it is likely to help to awakan the child's creativity. Tho
selection of teclmiguos and materials Justifies itselfl only if
it {ncreascs expressions, thoreby freeing and devoloping the

personality.

Drawing

Drawing has beon 1ikened to writing in that it is ncco-
ssary for the student to master it in omer to convey his
ideas.

Tho student who draws woll is irec $to concontrate on
the problem of paint and colour, ahd that poor drawing is a
constant stumbling block at every stage of painting.

The first oxercise Peaellm':47 assigns is thic drawing
with a 'swift-hand' of geomotrical forms, like-circles, ovals,
squares, triangles, cubes, cylinders, hextgons, conos, pyramids,
hemispheres, etec., till perfection is roachied, Reason beliind
such exercise is to make learner's hand ready for symmotry or
prOporfion. Also it hclps to sec objeet correctly and reduce it
to its basic fom.

First it is convenient to draw simplc objccts before
objects with complicated fomms, which can not oasily bo sub-
divided into geomotrical figuros, Step by step subjects with
complicated forms can be taken up.

Students can loeate the big masses of the subjoet first
by lightly indicating the main lincs. Those light lines will
act as a guide in skotehing,

The amount of detail thot is to be delinecated is deoter-

mined by what students are striving for. If the drawing is made
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directly on canvas for & painting to be mtde on the spot only
the main construction lines are hecdod., Details can then be added
by painting, When a drawing is done as & means of gathering data
for a painting to be done later - students cam put as much
detail as possible, Again a subjeet can be taken up just for the
sake of drawing to study light and shade ete.

A drawing coan be left aside for a day. Next step is to
examine the dmawing, to locate the errors and to correct them,
Peacham suggests to compare it with an excellent print or pattem
depicting the subject and recorrect the remaining faults,

By constantly sketehing and observing the student can
master enough of the mudimonts of drawing to be able to paint
well,

Figure drawing

It acquires an important part of the field. It ean be
leamt by sketching people ot every opportunity. In fact thare
is no substitute for drawing the figure from life.

Fig-69.
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However, the above shown stick figure approach to
sketehing the figure is an old but reliablo method. Primarily at
the beginning the basic movements are captured by roughly indica-
ting head, rib cage, and pelvie areas, It is only a short step,

then, to reshaping the arms and legs to complete the figure as

mentioned below,

It is necessary to observe keenly how the hednd, the rib
cage, and the pelvis are comnectexd by the spine, how the three
masses relate to each other and theoir relative proportion as
the figure assumes various positions. Also it is essential to
observe how the arms are attached to the shoulder blades and
legs to the sockets of the pelvis, The knowledge of the relative

proportions of the male and female figure is of much help,

Different Types of Drawing49

Pencil Drawing

Line, areas and surface textures all can be dyawn in
pencil, Strong linear exercises arc more suitable for the fipst

year, other teclmiiques for slightly experieniced ones,
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The spontancously drawn linc has o charm of its own and
should, therefore, never be redrawn or tracod; strokes should
bo bold.

Pencil drawing is suitable for designing and sketching
as well as for descriptive illustrations.

Pencils of any degree of hardness can be used, though
3B or 4B will be found most suitable, 7B is thc softest, 9 the
hardest pencil HB is o medium hard pencil,

More delicate lines will require a hard poneil, thick
black line a soft one., Differcnt degrees of pressure will

produce a lighter or darker, a thimner or thickor line.

Pen Drawing :

To begin with, the emphasis will be on both line and
toxture, The students are to draw directly, and not trace poncil
sketches to retain spontanity in their work,

Reed pons, pgoose quills, stick of wood and even nmatches
as well as pons of overy kind should be experimentoed with ink or
drawing ink., The paper should be smootli and absorbent, |

The posibilitics of line drawing (thin or wide; long or
short) can be demonstratod giving several examples of simple
dosigms. Large shapes can beo filled with smaller motifs, It is
important to work siowly and carefully, |

Line must be drawn in long strokos, not in spurts, It is
convenient to work from right to left. 1t should be demonstrated
to the students that the pon can not only draw lincs, but ean
also croate the effect of texture by means of dots, patches,
short strokes or pattems. Whon absorbent paper is used, the

strokes must not be allowed to linger.



Brush Drawing :

Direct brush drowing whether in rhythmic or linear move-
meiits or in blots, corresponds to the quick _vorl:i.ng mothod of
the student, It loosens, frecs and is an excellent introduction
to painting. _ |

Thore must not be any preliminaxy ﬁmwins. It is better
to begin with ink, drawing ink, or well diluted water colour,
keeping at first to one colour,

Bffects will depend greatly ou thie quality of paper, oOr
its hardness and softness, its smoothness, or its ability to
absorb, Newsprint is again highly suitable, & coloured background
can be used from time to time.

Gradually emphasis can be shiftod from line and rhytinm
to dots, patches, etc, "

Haiyr and bristle bmushes may be usoed and they must never
be left in water. The right way of holding the brush need to be
explained to tho studants, Lines oan bo fine, wide, flowing or
interrupted; areas are of varying sizes more or less clearly
outlined. Textures are formed by dots, small patches ctc. wWhile
painting, the student's am should not rest on the table but

should move freely.

Chnrco:ﬂ and chalk Drawing

Chaprcoal can be uscd as early as} the first gradc. Hediun
hard or soft grades are preferable, broken Luto convenicnt
lengths (about 2 inches). Charcoal can be used bothi for linc

drawing (thick rather than thin strokes) and for texture (held
horizontally),
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Chapcoal is particularly suitable for work on a larger
scale and for sketching, It helps towards & general loosening
and encourages a feeling for the contrastihg effects of light
and darimess. _

Since charcoal smudges; & fixative should be used. Char-
coal is easily wiped off, and corrections, therefore; present
no aAifficulty. Fairly large sheets of paper, pre:t‘erabiy of a
coarge grained variety, are best., Black chalk (oil pasted;
graphaite, etc.) can be used like charcoal, though it will
produce a somewhat darker effect. Only pastels require a fixa-
tive,

The charcoal i£s held like black boamd chalk, Gentle
pressurce protuces light shades, stronger pressure dark groy to
black, Thin lines can be drawn with the edgo of the chargoal.

While areas can be filled in by placing its entire widtii on the

paper.

e PADNTING

Different Types of painﬁi.zg

Painting with coloured pencils -

Coloured pencils are used for both painting and drawing.
They are particularly suitable for detailed work on & small scale.
_A smooth paper should bo uscd. Fxcept for line drawings,
& small format is prefercble, A linitod colour raige encourages
colour sanse and imagination. Most colour pencil drawings suffer
from a profusion of colours, carcless strokes and excessive size.

Subjects dominated by colonr and involving few objects
may be chosen.
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Mixed colours are applied lightly, pure colours move
strongly. Shading - in the same Asrection thronrghout each aren
must be done with great care., It is better to keop a limitod
range of colours at the beginning. Tho outline of a figure
sketched with pencil is to be rubbed out so that only the fain-

tost trace remains for guidance.

Painting with coloured chalks :

051 and wox crayons, pastols and black boaml chalks allow
mach freer effects than ordinary coloured pencils. Though they
cdn be usoed for outline drawings; they are much more suitable
for work over wholo areas. 0il and wax crayons can produce a
vast range of mixed eolours, like black board chalks, they also
lond themselves to sgraffito, & scraping teclnique, impossible
with colour pencils.

Pastels smudge very easily and must, therefore, be troated
with fixative,

Although almost any kind of paper ean be used, finely
grained or smooth paper of & fairly large size will be found
preferable. Rougher papers is more suitable for pastels,

The advantage of this teclmique lics in the focility with
whiclh work can be correccted; tiic large size, and the freodom it
aliows,

0il and wax crayons arc held as close to the tip as
possible, The emphasis cmi be on line or on area; lighter colours
should be mixed with white to incroasc their radiance. Colours
are applied eoitlior by shading or by circular movements. In
mixing, the light colours should be applied over the darkcr., A
certain amount of experiment wiil be found incvitable, The ground

of the paper will gradually disappears. Tach colour should be
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applied in a different direction. Mistakes can be corrected by
scraping off the colour with 2 sharp knife.

Unlike oil crayons, pastels and black board chalks mix
badly, hence care rmust be taken to avoid smudging in the course
of work.

Painting with Poster colours

This teclmique offers a mnge of infinite possibilities 3
Out line painting; brush drawing and f£illing in the contours
(line and plane); painting with and without preliminary drawing
(pencil, charcoal); painting with coloured washes (water colour);
painting with opaque colours (temper:); mixing techniques
( gouache); painting with a limited range of colours; wet in wet
painting, etc,

All these teclmiques serve, above all, to deovelop the
sense of colour,

In no: other medium colours are mixed as easily as herey
the child literally discovers new colours.

Almost any kind of paper can be used, although absorb_mt
varietios will be found preferable, The out lines of different

media and techniques are described below,
Tempera : Opaque Medium,

The coiour ig put on thickly and the ground is complotely
covered., The technique is particularly suitable for beglnners,

Colours are to be mixed on the palette with only a little water.

Water colour : Transparent Medium

It £s an important mediun on paper.
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The colours are mi.xed with plenty of w:ite.r, so thiat the
paper is allowed to shine thwough, Here 'mixing colours" moans
applying one wash over angther. This medhod of fpai.nt.’mg requires

teclinical experience and maturity. The beauty of water colour

lies in its fresh, trensparent effect. Here are_some important
50
hints for water colour painting,

‘Water» colour paint should be applied at a darker or
atmnserhintensity than oil paint, bocause it dries lighter,
This is particularly true when working outdoors on a bright,
sanny day.

A direct manner and a full brush are necessary to achiove
the luminosity that is so important in & water colour,

The paper is important in ereating the sparkling effect
that typifies water-colour painting.

A muddy effect results when too many colours are mixed
together. _

A few drops of glycerine in the water before mixing water
colour will make the colour dry more slowly.

A small piece of wet sponge kept 1n thic comer of water
colour box will help to keep the paints nioi.st when not in use,

When painting a mass area, the dominating colour should
be applied fivst. Then, while tho area is still wet, working with
other colours can be done, For more luminosity, richer colour is
added to the painting through this method.

A way of strengthening the water colour is to use a dry
brush technique over parts of tho painting that lend thomselves

to it. Fore ground, foliago and somo of the shaded areas can be
intensified with this technique.
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To iightan a painted area on rough paper & hard eraser
or a plece of fine sand paper can be used. This method, used
judiciously, will often give life to an area that has become
deadened bocause of too many washes of colour.

| Inforation regarding suitable brushes of water colour

painting have been given in appendix No. F .

Gounache 3 Wet in Wet painting.

In this teclmique opaque (tempera) and transparent pain-
ting (water colour) are combined together,

This techinique can be tried occasionally. Clean water
is drawn over the papeor with sponge wetting the back of the
paper will smooth it out, Now powerful lines, shapes or structures
can be drewn on the still wef. ground, The colours will dissolve
more Oor less,

If the paper is too wet, the foms disintegrate, It can

always be dampened again, The paper sticks to the table because
of the water, without any drawing pins,

Coloured washes 3

Pencil, charcoal and particularly pan and ink drawings
can be enlivened with transparent coloured washes.,

1f a table is used instead of a drawing board, it should
be covered with newspapers, The students are to be shown how to
hold the brush, how to dip it into the paint and how to got' rid
of superfluous colour on the odge of the boui. Too much paint
on the brush produces blots;. too little will show brush marks,
Colours can be painted over if they arc allowed to dry first.
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With every change of colour, the brush has to be cleaned in
water and wiped with sponge. The values of the colours are to
bo changed - mizxed with white they will become lightor, mixed
with blask they will become darker, This also reducos the
purity of colours,

Complementary colours form a contrast, while at the same
time complementing ench others they are deliborately used for

{

their contrasting effect.

011 Pasnting : o+

It is the ideal medium for beginners. As changes and
corrections are easily mude; pnumted passages of colour can be
scraped off the canvas; one colour can be painted over another,
drewing can be corrected. The painting can be put asidg at any
time, to be picked up and continued at a later date.

Beginners can start witli 2 limited number of quality
eolours out of the colours mentionod in appendix No, C like, -
Alisarin crimson, cadmium yellow and red, nltramarine, ivory
black, light red, Thalogreen and zinc ilhite. These colours will

enable them to mix the varioua shades of other colours, neoeded
for most purposes, '

' The best and most recoptive surface on which to work is
stretched linen canvas, Cotton canvas, quality chip board are
good substitutes. The working surfoce is first to be mubbed with
sand paper, then a fow coats of flake white should be brushed

on to get the panel ready for use.

Informations about suitable brushes and palette arrange-
mont are given in appendix No.E & F-
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In faet there is no formula oi painting. liowover, a
planned procedure can be mentioned. A drawing is nade or some
definition of the lines of the composition is indicated, This
is followed by a tonned indication of light and shade, and then
by the application of colour. This approach may vary with sub-
ject of study and personal preference.

Thore are two ways of approaching oil painting. In one
method, the entire painting is usually executed in one session,
without any of the passages being allowed to dry. The surface
is always wet, bocause the colours are applied directly to the
canvas or over one another. This is known as “alla primal,

The other method is to paint areas or passages and allow-
ing them to dry throughly before repainting over the same area,
The preliminary painting should always be done thinly and the
subsequent painting gradually applied more heavily, to help avoid
fufure cracking of the paint layers.

This method has many advantages over ‘alla prima' like -
painting surfaces can be gradually built ups many interesting
toxtures are developed; the colours which tumed dull can be.
sprayed with a bit of retouch vamish, On the other hand its
disadvantage is the chance of the painting bocoming "cold" -
that is, losing both interest and the spirit of the subject. In

contrast, the ‘'alla prima”nethod insures spontaneity and a more
fluent effect,

Palette - knife painting.

Painting with the palette knife is an excellont mothod to
acquire a broad handling of oil paint, Any tendency toward tight-

ness or muddy colour is overcome when the brishes are it aside
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for a while and the entire painting is rendered with a knife.
Clean, sparkling offects can be achieved, for it is virtually
impossiblo to have the colour go muddy or dull as so froquently
hnppons.when colours are nixed with & brash,

For better handling and res.ult the selected knife should
be enough flexible,

It is feasible to coﬁbine the knife and the brush for
some subjects, Interesting textures can be obtained with this
combination; for example, the sky can be painted with the brush
and the clouds given more vitality with touches of the knife,
or water might be painted smoothly with a brush and the rocks
with the knife to give an intoresting contrast.

. COLOY G

Basic Infomations : 52

A, The three primary colours, yellow, red cnd dblue, nixed
'together nentralize cach other to make a grey,
B, The secondary colours, ornge, violet cnd grecn mnixod.

together noutralize each other to mike & gray.

C. Two primary colours - yellow and red mixed togetlier make
a secondary colour - oranage.

D, Similarly Blue and yellow mixed together to make green,

B. A primayy colour (yellow) mixed with a sccondary colour
(greon) mikes an fntemodiate hue (yollowegroon).

Fa Red and blue mixed together to produce a socondary colour,
violet.

G. Two colours opposite to each other on the colouwr wheel

mixed together neutralize each other to make a gray.

H, When black is mixed with a colour, it grays the colour
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to produce a neutralized huo. Whon black is added to rod
it makes noutrallzed red.

) When Reddish brown is added to violet it mokes & neutra-
lized violet,

Je To get a more vibrant secondary colour, like violet -
red is first mixed with white, then seperately blue is
mixed with white and finally the mixtures are added to
obtain violet.

K. ‘The thinness of the paint layor is frequently caused by
the use of too much medium especially tarpentine,

Le Stirring paint mixtures too much on thc palette should
be avoided, Mixing colours on the canvas will create o
more lively anl gparkling effect.

M, Yollow is the most sensitive colour. A knife can be usod

to scoop it up when mixing it with other colours.

N, When fower colours are used, colour hamony is obtained
easlly,
0. The use of whito paint should be kept to a minimum, Too

mich white will impart washed out or chalky look to the

colour mixture,
P. Colours shonld be mixed with the tip of the brush hairs

and the paint should not be allowad to seep up to the

metal fermle,

Qe Dipping o brush into two colours wil not stirring the
mixture on tho paletto but applying it dircetly to the

canvas oftan producos an integesting broken colour effecct.

The technique of colour mixing is always acquired gradually,
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Before working with tho full runge of a palette one should
explore the possibilities of each colour. An excellent start is
to take a warm and a cool colour (viz. cobalt blue and Bamt
Sienna or French Ultra marine and Bumt Umber) aid do a complete
painting with these two colours only. For the next exercise,
three colours (viz. cobalt blues, Light red and yellow ochre can
bo used to obtain a number of colour variation and experimonts
with colours along these lines can be performed until someone

acquires a working knowledge of all the colours on a palette.

Brush Handling :

Brush handling is an important aspect of painting, Although
holding the brush like apencil is almost instinctive, but one
should exporiment with the effects that are achieved by handling
the brush in various other ways. It can be noticed how the colour
is deposited on the canvas when the brush is pulled fimmly down
ward, in contrast to holding it lightly and patting the colour on
gently,

0il brushos aro made with long handles for a specific
purposce., Much painting is accomplishod by holding tho ond of the
brush handle - particularly in ﬁho oarly stages of a canvas, This
enables to paint with more freodom as thie brush is held at am's
length and the work can be viewed as a whole. As the canvas
becomes covered with colour, details ecan be added by graeping the
brush by its metal ferrule,

Long haired bristle brushes produce a mope fluid stroke
than short-haired brushes, The flat sable brush with its soft hatr
Wwill be found useful for smoothing rouch nassages, blending various

colours- togoether and gonerally reilining the painting.
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Large brush can be used to cover a broad area, This will
insure a broad style. Bristle brushos arc preferable to sable
brushes for most paintings, beciusc they impart & more vital
stroke to the canvas. Using a sable brush at too early & stage of
the painting can lead to an undesirable sliclmess.

It is convenient to use seperate brush for lightor colours,
particularly the yellow, ochre and the Thalo colours, whose tin-
ting quality is so powerful that they can easily find their way
into all the colours used, Old brushes are useful as certain
effects that can be obtained only with them, Caro should be taken
not to let the colour come up to the fermle.

Cleaning and preservation of brushes are no less important,
Turpentine 0il, mild soap water (luko wam) or cleaning agent can
ba used for the purpose.

A brush that has lost its shape can.be restored to some
degree by dipping it in a mild solution of mucilage and water and
by properly shaping the br!_.zsh hairs with the fingers. Thoe mucilage
wi_ll hold the hairs in position., Thc solution ils allowed to remain

ol ovemight then the brush is to be soaked in wam water to
remove mucilage,

Chimera. Brohzae,
BEtruscan Sth
Ct\.n'l‘-llr:f B,C,
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