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NATURE STUDY WITH PENCIL
AND COLOUR

AIM

To study nature, i.e. different elements like trees, rocks, leaves, and lowers, and
know how Lo draw them with pencil and colour.

INTRODUCTION

Natureis largely referred (o as natural surroundings, which means fields, meadows,
streams, rivers, trees and wildlife. The purpose of nature study is Lo rain the mind
to see these, observe and draw them. Nature has a wide range of colours. texiures,
forms and proportions. Our main effort should be 1o present these wilh necessary
balance, and beauty and capture their likeness to the minimum foliage from nature.

NMalture is everchanging. Il is, therefore, imporiant lo observe the same thing in
different light condilions times and seasons.

Nature has an immense variely of things: hence you have a wide range of
inspiration. In the present lesson, we will learn about drawing tree, flowers and
foliage from nature. You can draw other aspects of nature as you desire. For nature
study, it is important Lo look closely and observe the effect of light and shade and
other atmospheric conditlions on the colours and shapes of [lowers, trees, birds,
etc., at different moments.

0

On completion of this practical lesson. you will be able Lo:

e draw objects of nature in free hand;

e (raw lhe objects in balance and harmony;

Painting Guide Book




Noture Stundy with Pencil and Colour

Notes

observe nature and select objects for composilion;
observe the shades and tones of various obhjects of nature and paint them;

identify Lhe textures ol various objects and present them in drawing and
colouring with special care;

arrange the objects of nature in proportion;

differentiate between a man-made objecl and natural objects;
learn perspective and apply them in drawing;

learn lo make a balanced composilion;

learn pencil shading.

TREE STUDY

Material Required: Paper, pencil, brushes, acrylic/poster colours.

Step 1: Observe the tree you want to draw. Draw aline and create the general shape
of the tree by drawing foliage. Next, add a few lines 1o make the main branches.
Trunks and branches are 1o be made thicker al the bottom and thinner towards the
tip. Now make the smaller branches arising from the main branches.

Fig. 1.1
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Nature Study with Pencil and Colour ‘

Step 2: Add shades 1o the trunk and branches with brown colour according to the
light.
Notes

Fig. 1.2

Step 3: Colour the foliage in various shades of green according (o lighlL.
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Fig. 1.3

Step 4: Add dark tones of colour Lo highlight the details of the leaves and lexture
of the bark.
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FLOWER STUDY

Material Required: Pencil: 2B. 4B, 6B and Paper.

Step 1: Start drawing in the central portion of the paper first. Then make petals
(long and short), overlapping leaves Lo create depth. Draw the stem and leaves.

Fig. 1.5
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Nature Study with Pencil and Colour '

Step 2: Add shading in the petals and upper portion of the stem in broad but light
stokes using a 2B pencil.

Fig. 1.6

Step 3: Highlight stamen, leaves, back of the flower, and other parts of slem using
dark shading with 4B pencil.

Fig. 1.7

Painting Guide Book

Notes

tn



Notes

l Nature Study with Pencil and Colour

Step 4: Complete the drawing by lurther shading lo give necessary work with
Lhree-dimensionality.

Fig. 1.8

FOLIAGE STUDY
Material Required: pencil, Pastel and paper.
Step 1: Carefully observe the foliage. Draw the leaves, long, short, broad and

overlapping, 1o create a bunch. Add the stem al the bollom, and top of the middle
part of the illustration; add other shoots and leaves.

Fig. 1.9
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Nature Study with Pencil and Colour '

Step 2: Beginpreliminary colouring witha pencil inlight, medium and dark shades
according to lighl.

Fig. 1.10

Step 3: Add shading with dark tones of colour and mix with other shades of colour
such as yellow, green. dark green, red and blue, now merge the colour properly.

Fig. 1.11
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' Nature Study with Pencil and Colour

Step 4: Detailing of foliage with dark shades ol colours.

Notes

Fig. 1.12

WHAT YOU HAVE LEARNT

e Observation of nature.

e Division of space.

¢ Tonal variation through shading by pencil.
e Effect of light in nature study.

e Effect of differenl mediums such as watercolour and coloured pencils in the
creation of a study from nature.

e Create texture, form and shadow in the work of arl.

TERMINAL QUESTIONS

I. Draw a tree with a pencil.
2. Make foliage of bamboo grass by observing nature in walercolour.

3. Study a flowering plant from your surrounding and note the effect of light.

Painting Guide Book




STILL LIFE WITH SHADING

AIM

Draw objects thal are nol in exact proporiion by observing them and then
colouring them with maximum likeness.

INTRODUCTION

Still life drawing is drawing objects are inanimate from reality and highlighting
their characleristics like shape. [orm, hardness, soflness elc.

Still lifeis characterised by key elements like outline, ratio, shape, form, perspective,
composition, balance, contrasl, light and shade.

Tocreate a still life, the subject is arranged by keeping these key elements in mind
and drawing them al a particular distance. Still life allows an opportunity (o study
objects in detail. Adding (o the learners’ capacity of observation. The studenl, in
this process, becomes aware of the shape, proportion, lone, colour, texture, form
and composition. Throughout this lesson, the learner will be guided to draw things
in exact proportion without using any direct measurement by a scale.

0 =

On completion of this practical lesson, you will be able to:

e develop the capacily for deep observation;
¢ depicl different stages to complete still life drawing;
e measure wilhout scale;

e depicl shading and light effecis;
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Notes

o learn about the materials used for still life;

¢ identify the basic elemenls of art like line, colour, texture, form and proportion.

The basics of drawing a still life: It can be done using two Kinds of measuring
processes, ong by usual measuring and the other by using graphs.

STILL LIFE
Water colour shading [lower Vase, Cup Plale and Jugs.

Materials Required: Palelte brushes, narrow and medium round brushes, waler
containers and watercolour.

STILL LIFE DRAWING

Exercise 1

Step 1: Draw one vertical line in the middle of the page and one horizontal line
assuming the baseline on which the objects are placed. Firsl, draw one main object
and then the other objects in relation Lo thal. Divide the place by measuring the
objecls visually. Draw horizontal and vertical lines [or placing the objects you want
to draw in a sheel. Take a centre line for drawing each object and draw.

Fig. 2.1

Step 2: Create the highlights with pencil and then starl colouring with light tones
of watercolour.
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Still Life with Shading

Fig. 2.2

Step 3: Pul the middle tones while the artwork is semi-wel and merge it carelully.

Fig. 2.3

Step 4: Puti the dark tones properly so thal the details of the features are clear.

Fig. 2.4
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Still Life with Shading

Exercise 2
Draw a Pencil Shading of a waler jug and tray with onions.

Step 1: Firsl, divide the space by pulling imaginary horizontal and vertical lines.
Draw the main object jug and then the plate.

Fig. 2.5
Step 2: Start shading with a 2B pencil. Strokes should be uniform.

Fig. 2.6
Step 3: Merge Lhe light middle tones and dark tones portions accordingly.

Fig. 2.7
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Still Life with Shading

Step 4: Creale portions with extremely dark strokes 1o make the lighler area
prominent.

Fig. 2.8

WHAT YOU HAVE LEARNT

& Makeacleardrawing of the object with the help ol horizontal and vertical lines.
e Pul strokes uniformly and watercolour Lo create shading.

e Forbackground, use dark thick strokes, foreground objects, use delicate lines
or light lones.

o Make strokes by using a pencil or coloured pencil.
o (Colours should be merged in such a way that il is visible where il is needed.

. TERMINAL QUESTIONS

Drraw a still life with pencil shading as your own choice.

Draw some objects individually and shade them with colour pencils.
Draw a still life of any furniture and shading with poster colour.

Observe and write Lhe dilference between pencil and charcoal as a medium.

Tl G

Draw and paint the still life of unusual objects in an overlapping manner.
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PORTRAITURE

AIM

To draw a human face with a maximum resemblance.

INTRODUCTION

Portrailure is a very importanl and interesting branch of fine arl. Porlraiture
painting is drawing and painting the resemblance of a personexactly. It can be done
with the help of line colour lexture and shading. The main leature of portraiture
is the shape of the face. It could be round, oval, square, or rectangular. A human
face has mainly two eyes, iwo eyebrows, a nose, two ears and a mouth. The face
can be divided into three portions forehead, middle (cheeks portion) and end (lips.
jaw and chin). Every human face is different from each others; this is due to the
placement and shape of various features. A face when viewed [rom portraiture.
Different angles will be depicted according to whal the arlisl can view from Lhal
portraitures angle.

Similarly, when viewed dilferently, a person will be depicted at different eye levels,
i.e. from the top, a face will be more covered with a head portion, and from below,
a [ace can be seen from chin o forehead; the head proportion will not be visible.
Poriraits can either be made directly or from some photo of the person.

[

On completion of this practical lesson, you will be able Lo:
® learn lo draw the shape of the face;
e learn the ratio and proportion between the features of a human face;

o (differentiate between two faces according totheir features. shape and struclure;
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Portraiture . ‘

e Lo capture the baselines which separate Lheir looks;

e portray the human face in the different medium like pencil, pastel colourwaler
colour, oil colour elc.;

¢ draw how lo depicl expressions:
e learn the importance of eye level in framing the basic structure of the face;

& learn about unigue altributes of a human face.

1. MAKING PORTRAIT OF RABINDRANATH TAGORE (MALE

PORTRAITURE)

Material Required: 2B, 4B, 6B pencil. (You can use charcoal pencils), paper,
eraser elc.

Step 1

See the photograph or lake a piclure of Rabindranath Tagore very carefully. Take a
2B pencil or any sofl pencil and draw the outline of the face. You will have loobserve
the positive and negative space of the picture. A posilive portion is the portion
occupied by the face, negative space is the remaining blank space apart from the
portion occupied by the face. Draw the lines laking care of the correct angles.

Fig. 3.1

Step 2

Go for the next slep, make and develop the features, first observe every line and
pul the successive line al the correct distance from Lthe previous lines; for this, you
may divide the space with vertical and horizontal lines pul carefully.

Painting Guide Book
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Notes

Fig. 3.2
Step 3

Observe Lthe source of lighl and shade the picture with the extreme brighl portions.
The left-oul blank portion where the light falls directly is called highlights shade
with 2B pencils in lighl shade with uniform strokes. Shades facial features like the
eye portion, the sides of the nose, and below the nose appear darker than the lifted
portions like the forehead, eye, nose, cheeks.

Fig. 3.3

Step 4
Now complete the portrait of Rabindranath Tagore.

To complete your portrait use middle tones for the semi-dark portions. Dark tone
{used 6B pencil) in the extremely dark porlion. In the given picture, the hairs, and
the portion under the face, the eye socket are extremely dark portions.
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Portraiture

MNow complele the Portrait of Rabindranath Tagore (See Fig. 3.4).

Fig. 3.4

2. MAKING PORTRAIT OF AMRITA SHERGILL (FEMALE
PORTRAITURE)

Medium used: Pencil colour

Material Required: Pencil colours, pencil, paper etc.

Step 1

Take a sofl pencil or a natural colour and make the outline of the porirail. Observe
the positive and negative space as mentioned in the lirst porirail.

Fig. 3.5
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Step 2

Now prominent the outline with litter darker pencil.

Notes

Fig. 3.6

Step 3

Start shading with the lightest tone of skin colour or the lighter shades of colours
Lo be used. This will be possible if you observe the porirail carefully.

Fig. 3.7

Step 4

After you put the light strokes, leaving the source of light, you starl using darker
colours; in this case, il is dark yellow or shades ol orange or skin colour.

m Painting Guide Book




Fig. 3.8

@—\ WHAT YOU HAVE LEARNT

Portrail-making can be a mindlul act but is extremely rewarding.

Lines and their placement to draw the fealures is very important.

There should be distinct differences in shades to gel maximum effect.
Stroke should be in one direction

The first coat should be applied carefully and softly, leaving the lighter areas.

Merge the light medium and dark lones, so thal they don’L disappear [ully, i.e.
they should be clearly visible in the [inal picture.

TERMINAL QUESTIONS

. Draw a portrail of achild with pencil colours.

Draw a picture of any famous personality and use walercolour.

. Draw a female portrait in profile.

Drraw a portrail in a frontal position.

Painting Guide Book
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CREATIVE FORMS OF COMPOSITION

Artist’s vision is abstract, and combination of different elements of an art work 1o
creale a composition. ILis the way in which differenl essentials of an art work are
combined and they are arranged in relation Lo each other. The aims of this lesson
is to boost the aclivily of the learners tocreate a unified artwork through placement
of figures, objects and shapes.

INTRODUCTION

Concepl and vision of an artist is expressed and manifested in a composilion.
Composilion is a space where differenl forms are arranged with balance, rhythm
and harmony. Somelimes adding some lexture helps enhance the composilion’s
beauly and expressiveness. The most important element in a composilion is 10
visualise creative forms. While the skill of drawing and painting can the achieved
through practice, creativity is an inherent quality.

Creativity could be nourished by mental exercises like meditation, concentration
and visualisation. The artist must have keen power of observation, which evokes
to create forms from his imagination. Though there are no hard and fast rules for
crealing composition, one should follow some canons composilion when the artist
is at work.

@ OBJECTIVES

On completion of this practical lesson, you will be able to:

e learn the definition of composilion;

e creale a composition with figures and shapes;
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Creative Forms of Composition ‘

e learn the application of colour in light, medium and dark lones;
& improve the power of visualization;
& e¢nhance the skill to give form Lo the visions;

e differentiate between ligurative and geomeltrical composilion:

& use ol hierarchy o emphasize the imporiance ol various elemenis in a
composition.

FIGURATIVE COMPOSITION WITH HUMAN AND ANIMALS

Materials to be Used

Paper, brushes, water colour, posler colour, scale, pencil, eraser, colour palette,
waler container, and cloth Lo clean the brushes.

In a figurative composition, human figures must drawn first. Subsequently, a
beautiful and arlistic composition can add objects and figures related to human
beings, such as animals, birds, trees, plants, flowers, flower vases, lables, chairs,
sofas, newspapers, wall clocks, books, cycles, elc., to be made. Creating an
emphasis or focal point is essential Lo attract altention towards the composition.
Different elements in acomposition can be made in large, medium and small sizes
according to the importance of that element in the composition. A good composition
is one where all elements are unified together.

Painting Guide Book
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MNotes

Inbegin with making the composition by arranging figures around a circle tounily
the standing and reclining human figures and sleeping dog in the artwork as in
Fig. 4.1.

Apply licht and dark lones of colour Lo draw atlention Lo the details of composition
asin Fig. 4.2,

Fig. 4.2
Fig. 4.3 and Fig. 4.4, il is the placement ol the human [igure and other objects in
a diagonal line that guides the viewer into the picture. Colouring is yel another tool
that the artist uses in drawing attention Lo the compositionsin Fig. 4 3and Fig. 4.4
first use a light tone of colour and then use darker lone and shading lo emphasize
the various figures and objecis.

FIGURATIVE COMPOSITION 1

Kulfi Seller

Step 1: To make this composition divide the space inlo three parts, i.e. foreground,
middle ground and background. First, draw Lhe main subject in the middle ground
as il is nalural for eyes to frst focus in the centre. Then draw other figures and
objects. For drawing, HB pencil should be used. First, draw the outlines of the
composilion.
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Creative Forms of Composition
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Fig. 4.3

Step 2: Apply a light tone of walercolour in human and animal figures and a tree
in the backeround.

> |
el
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Notes

Creafive Forms of Composition

Step 3: The learner can fill the main ligures and remaining space with a middie tone
of watercolour.

Step 4: Apply the linal and dark tone of watercolour to complete the composition.
Used dark tone in the manner thal the colour should not be in excess to avoid
hardness in the composition. Now the picture is completed (See Fig. 4.6).
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Creative Forms of Composition

FIGURATIVE COMPOSITION 2

Living Room

Step 1: Divide the space of the living room through a line drawing. Arrange the
human and animal figures in space. Then create other objects such as aclock, vase,
painting on the wall, sofa, scenery and Mower pot efc.

BN
"5& l'-
"
Pl s
Fig. 4.7

Step 2: Apply thin guote of colour on the floor and wall as shown in Fig. 4.8,
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Creafive Forms of Composition

Step 3: Learner needs Lo colour figures and objects in the living room ina medium
tone of watercolour.

& o
Fig. 4.9
Step 4: Apply a darker lone of water colour add details and shading to unify the

composilion.
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Creative Forms of Composition

LANDSCAPE COMPOSITION

Village Scene

Step 1: Draw a village scene. Divide the space inlo two parts. i.e. foreground and
background. Create a line drawings of trees, huts, stones and rivers, as shown in
Fig. 4.11.
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Fig. 4.11

Step 2: First, apply a light ayer of the colours for the background and foreground
with round brushes excepl for the huts and trees. Then, use different colours like
blue, ultramarine blue, sharp green, yellow ocher, lemon vellow, red elc.

R o, . T3
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Creafive Forms of Composition

Step 3: Now colour the huts, trees and river with a middle lone.
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MNotes

Fig. 4.13

Step 4: The same colour should be used in the dark tone to complete the
composition. Add details and shading lo beautily the composition (See Fig. 4.14).
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Creative Forms of Composition

GEOMETRICAL COMPOSITION

Step 1: Draw a geomelrical composition with the help of shapes like triangles,
circles, rectangles and ovals etc., on the paper.

L}mo
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Notes
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Fig. 4.15

Step 2: Start Lhe application ol black colour from the few parts of the composilion

carefully.

O

— /]

Fig. 4.16
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Step 3: Apply black colour on the other big parts of the composition.

MNotes

Fig. 4.17

Step 4: Complete the composition by filling the black colour in the smaller parl.

Fig. 4.18
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Creative Forms of Composition

GEOMETICAL COMPOSITION IN FOUR COLOURS

\

Geometrical form in Colour Notes

Step 1: Creale an interesling patlern and shapes with the help of a pencil on a
drawing sheel.

Fig. 4.19

Step 2: Apply different colours on broad portions of the composition as your own
choice.
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Creafive Forms of Composition

Step 3: Apply the dark colours in Lhe remaining shapes as shown in the Fig. 4.21.

Fig. 4.21

Step 4: To complete the composilion, add any dark colour on the background of
the composition (See Fig. 4.22).

Fig. 4.22

Painting Guide Book




Creative Forms of Composition |

e WHAT YOU HAVE LEARNT =
Notes

e To create an interesling composition. use different elements such as ligures,
objecls and shapes pul logether in a place.

o (Creale a relationship belween forms and spaces.

¢ Application of colour and tonal variation in the composition.

¢ Relationship between positive and negalive space.

#* Emphasis lo highlight the focal point.

e Use ol primary, secondary and lertiary colours.

e Balances, thythm and harmony, should be maintained in the artwork.

® Prepare a geomelrical composilion, figurative composilion and non-figurative
composition.

TERMINAL QUESTIONS

1. Prepare a composilion depicling a markel scene in four colours wilh at least
two human and two animal figures.

2. Draw a colourful landscape showing the sunrise.

3. Make a composition of animals drinking water from the river (at least two
animals)

4. Draw an interesling composilion in black and while to show a playful
relationship between negative and position space.

5. Draw any lwo types of compositional structure.

Painting Guide Book
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POSTER MAKING

Since posters are a way of modern life, any message can be communicated well
through a poster. Poster-making is always a handy ool for communication.

INTRODUCTION

Poslers could be seen anywhere, both in urban and rural areas. Thisis an immensely
popular tool for communicating with the public. Posters give all Kinds of messages,
which are social, political, religious and personal in nature. Commercial products
are also advertised through posiers. Making poslers could be one of the popular
activities in modern life. However, il is nol necessary Lo be a professional poster
maker by learning this crafl. Poster-making canhelp a person o be expressive and
extroveried. Poster-making does not require many items and materials. A sheel or
paper. ink, colours and brush are enough lo make a posler.

0 ==

On completion of this practical lesson, you will be able to:

e differentiale between different Lypes of posters;
¢ explain the basic qualities of poster making;

# use Lhe graphics and fonl of lellers;

® use signs and symbols in the posters;

& develop their concept of communication;

& learn the impact of a different colour.
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POSTER 1: POSTER WITH PLACE RELATED TOPIC

Method of Making Poster Design

1. Tomakeaposleroradvertisement of something, we first need to conceptualise
the matter in our mind; firstly a rough structure of the topic has to be prepared
in our mind. Then we start making it on paper. As seen below figure number
5.1, the given topic is ‘Padhaaro Mhaare Desh’, a lopic related to Rajasthan.
Therefore, the drawing has to be done accordingly, as in the present [igure, a
Rajasthani man with moustache and Rajasthani headgear (pagadi)can be seen.
Below il, the scene of a Rajasthani lair on sand can be seen. Aman with acamel
is shown in the centre, In front of him, a Rajasthani woman carrying a pol on
her head is walking along with a few animals. Alter the drawing is completed,
il needs o be coloured.

Fig. 5.1

2. Usually, poster colours are used lor such lopics because they are not
transparenl. are suitable for this purpose and give a good finish. For example,
inthe second figure, you can see that the back ground of the first figure has been
filled with yellow. Once the background has been coloured, the rest of the
drawing is filled with colour.

Painting Guide Book
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Notes

Poster Making

Fig. 5.2

3. Afler filling the drawing with flat colour, detailing is done through lone and
texture. This defines the drawing clearly, as shown in Fig. 5.3.

Fig. 5.3
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4. Once the illustration is completed, the fourth step is wriling lelters. As can be
seen from figure given below, *Padharo Mhare Desh’ is written as the title.
Since il is a posier of Indian Tourism, the logo is given below INDIAN
TOURISM can be seen wrillen alongside.

Fig. 5.4

POSTER 2: POSTER RELATED TO ART AND CULTURE

Method of Making Poster Design

1. Firstly, conceptualise a structure of the matler in your mind. Then, make its
layoulusing a pencil. As vou can see from the figure, the illustration of a famous
dance known as the “Kathakali’ from Kerala state has been shown. A woman
wearing the traditional headgear of Kerala is shown in the illustration, seeing
which the thought of Kathakali dance of Kerala comes o our mind, and il
appears that the poster is related to Kathakali dance of Kerala.

2. After completing the sketch, the artist used a mixture of yellow and green
colours for the background. Dark green colour has been used al the top in the
form of a strip. The flal green colour in the face and flal dark orange colour in
the headgear has been used.

3. Thereafler, different tones of green colour has been used Lo complete the face.
Eyes have been coloured black to give dramalic effect since they creale various
expressions during the dance. The forehead is filled with yellow colour on

Painting Guide Book
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Poster Making

& which there is ared strip and white Kumkum. The headgear has beenilled with

a light tone of red, followed by a darker tone. Dark green. used as a halo

MNotes {(circular) in the central area of the headgear, looks beauliful. Medium pink on
the lips of the face appears aesthetic.

Alicredible Indi

i : T .-L‘E_.. _,-'d'-l
w;' %"”” N

| T
M L% Indian Tourism

Fig. 5.7 Fig. 5.8

4. Aftercompleting the illustration, wrillen the title *Incredible India’ on the dark
green sirip of the lop portion that looks beautiful. Since this poster is of the
lourism department. the bottom portion shows the elephant logo and “INDIAN
TOURISM" written alongside il. INDIAN TOURISM has been wrilten with

the green strip on lop, 50 there is a balance belween both ends. Now, the poster
is ready.
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Poster Making

POSTER 3: PRODUCT RELATED POSTER

Method of Making Poster Design

Here, we will discuss making a product-related poster. The name of the product
is “‘Classic Butter’'. The figure below shows a drawing in pencil in which a packet
of butter is shown. Below il, towards the lefl side, the butter has been shown
unwrapped [rom the packel, and towards its right side, a slice of bread is shown
on which butter has been applied. An altempt is being made to convey that if the

slice of bread is eaten after applying the butter, it would taste delicious.

Fig. 5.9 Fig. 5.10

Fig. 5.11 Fig. 5.12
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Fig. 5.13 Fig. 5.14

The another figure, it can be seen that the product has beenfilled with a flat colour.
The third figure shows that the background has been filled with green colour. Then,
the upper and lower portions are filled wilh black colour. The colouring of the
product is completed by toning and lexturing.

The fourth stage is writing lellers in the poster. As it can be seen from the figure,
*Bharpur Swad’ title has been wrillen al the top. Afler reading this, we are curious
about what gives us a delicious taste. Upon seeing the rest of the illusiration, we
lind that it is Classic Butter. The company logo and name are given at the bollom

of the poster. Now Lhe posler is ready.

TERMINAL QUESTIONS

Learners can make posters on the given Lopics.

1. Tree Plantation
2. Adull Education
3. Swaccha Bharat Sundar Bharat

4. Beli Bachao Beti Padao

Painting Guide Book




CREATING TEXTURE AND PRINTING

AIM

To bring the tactile qualily of objects in drawing and painting with the technical
application.

INTRODUCTION

Whether it is a real work of art or abstract arl, artists use all kinds of illusions in
Lthe space of art to give the spectator a sensual feeling. The tactile quality of an
artwork gives a sense of touch only visually. Painters apply many techniques. lools
and malerials to create lexture.

The printmaker can creale texture by manipulating the plates with the help of acid
and gouge. Application of differenl proportions of acid and direclion or soaking
the metal plale can give any lexture (o the print. So as a painter and printmaker,
it is very imporiant to learn the use of these tools and materials.

@ OBJECTIVES

On completion of this practical lesson, you will be able to:

e describe the meaning of lexture;

¢ use different lypes of texture on the painting surface;
¢ recognise the lools and malerials o create lexture;

e ecxplain how the lexture is achieved in prinlmaking;

# explain the role of acid to gel texture in printmaking;

¢ identify the tools used in printmaking lo achieve desired lexiure.
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TYPE OF TEXTURE

Texture means the feels appearance, or consislency of an objecl. Mainly textures
are divided into three lypes:

1. Texture from Nature: leaves, the trunk of the tree, stones elc.
2. Man Made Texture: textured fabric, iron net, different types ol weaving elc.

3. Creative Texture: With the help ol different art malerial and mediums such as
charcoal, oil pastels, crayons, oil colours and waler colours and mix them with
each other.

Printing means a reproduction in a large quality through blocks printing, screen
prinling, fruils and vegelables printing elc.

PRINTING THROUGH BLOCKS

¢ To make any prinling we should first think about the topic thatl we will create
by using different types of lexture. Then we need to make Lhe layoul on paper
and collect the malterial required for printing.

AsshowninFig. 6.1 and 6.2, we need differenl designed blocks, colours, brushes
and sheets. We can also 1ake a cloth to make a beaultifully designed handkerchiel.

e First, we take a block and colour it with the help of a brush and stampitona
sheel or a cloth (See Fig. 6.1).

o Second, we lake a different block and do the same lrom different colours (See

Fig. 6.2).
S

Fig. 6.1 Fig. 6.2
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# Finally, we have a beautifully designed sheel or a handkerchiel (See Fig. 6.3).

CREATE TEXTURE BY POTATO
& Firsl, we take a big potato, brushes, and colours (See Fig. 6.4).

~.

Fig. 6.4

e Secondly, cul the polato into two equal halves and make a design of your choice
with a knife or any pointed objects inside the potato (See Fig. 6.5 and 6.6).
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Fig. 6.5 Fig. 6.6
o Now pul the colours in the design. Print it on a sheel, then take a brush and blue
colour to make waves from it and create a beautiful design or composition.

Fig. 6.7
o Finally, we have a beautiful composition (See Fig. 6.8).
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CREATE TEXTURE BY LADY FINGER

» Tomake any kind of printing, we should first think aboul the topic that we will
creale by using different types of textures. Then we need to make a layout on
paper and collecl the malerial we require for printing.

b

Fig. 6.11 Fig. 6.12

¢ As youcan see in the given Fig. 6.9, we need lady finger, colours, brush and
sheel.

e First, we lake a lady finger and cut it from the middle to get the inside texture
of the lady linger (See Fig. 6.10).
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e Second, we need to apply different colours on the cul lady finger, print il on
a sheet and create beautiful flowers and butterfies from it (See Fig. 6.11).
Notes

¢ Then, we take a brush and green colour to make the stems and the leaves of
Mowers. Finally, we have a beautiful scene of the Mlowers and butterflies in the
garden (See Fig. 6.12).

CREATE TEXTURE BY THREAD

e To make any prinl we should first think aboul the topic we will to create by
using different textures (See Fig. 6.13). Then we need to make a layoul on
paper and collect the material we reguire for printing.

e As you can see in the given Fig. 6.14 that, we need a cotton thread., colours,
brush and sheel.

Fig, 6.13
# Firsl, we lake the collon thread and dip it into the colour (See Fig. 6.15).

Fig. 6.14 Fig. 6.15
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e Second, we pul the coloured thread on the sheel freely. Then we pul a sheet
on the thread and apply a liltle pressure on the sheet by using our hands and
pulling the thread downward.

# Finally, we have a beautiful impression of thread pulling (See Fig. 6.16).

Fig. 6.16

CREATE TEXTURE BY LEAVES

¢ To make any kind of printing, we should first think about the topic we will to
creale by using different Lypes of lextures. Then we need to make a layoul on
paper and collect the material we require for printing.

® As you can see in the given Fig. 6.17, we need leaves, colours, brushes and
sheels.

e Firsl, we lake a leal and colour it on the lextured side by any colour.

Fig. 6.17
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Creating Texture and Printing

e Second, we pul the coloured leaf on the sheel and apply pressure on the leal
through our hands (See Fig. 6.18 and Fig. 6.19).

Fig. 6.18 Fig. 6.19

e Then pick up the leal from the paper, and we can gel the impression of the
coloured leaf. Finally, we have a beautiful design of leaves (See Fig. 6.20).
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TEXTURE THROUGH BITTER GAURD

¢ We need lo make a layoul on paper and collecl the malerials we require for
printing. As you can see in the piclures, we need bilter gourd, colours, brush
and sheel.

Notes

¢ Firsl, we lake a biller gourd and cut it from Lhe middle to gel the inside lexture
of the bitter pourd (Fig. 6.21).

Fig. 6.21

e Second, we need to apply different colours on the cul bitter gourd, print it on
a sheel and create beauliful Mower bouquel (Fig. 6.22).

Fig. 6.22
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e Then.we take a brush to make the remaining things. Finally, we have a beautiful

flower bouquet (See Fig. 6.23).
Notes

Fig. 6.23

WHAT YOU HAVE LEARNT

e Tectile quality of the artwork is given sense.

e Prinl maker can creale lexture by manipulating the plates.

e Painler needs to learn the use of tools and materials.

o Creale texture with the help of dilferent art malerials and mediums.

¢ Creale printing with the help of different types of vegetables.

TERMINAL QUESTIONS

1. Prepare a composilion of flower motils with different vegetables and poster
colours.

2. Make a beautiful print with the help of coloured leaves.

3. Creale a texture with the help of cotlon threads, colours, and brushes on a
white sheel.

4. Make a colourful design on an A4 size sheel with ladyhingers.
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COLLAGE MAKING

AIM

Tostudy the lechnigue and assemble the different mediums and materials lo creale
a work of arl.

INTRODUCTION

Collage isalechnique of pasting or assembling different mediums and malerials Lo
creale art. There are dilTerent ways of collage-like photomontage, 3D collage and
Digilial collage. Mosl of the collages we see were generally made from bils and
press of text and pictures from newspapers, magazines, and even. Lo some extent,
things and picture originally made by the people. This art praclice gol selected
when the lerm: *Pholomontage’ was coined. Here only the selectionof pholographs
or the part of photographs was used to make a composite picture. This method
now-a-days can be done using image ediling software digitally.

Another dimension of collage making is the use of three-diamensional objects to
creale a new object as a whole, also known as 3-dimensional collage. Due to the
digital revolution and widespread sofiware. another perspective of doing collages
can be seen, which is becoming more accessible due lo computer soltware, i.e. the
technique of using a computerincollage creations. In this practical chapter, we will
do and learn about the method of three types of collage making process.

@ OBJECTIVES

On completion of this practical lesson. you will be able to:

# (differentiale between Lhe various lypes of collage-making processes;

e arrange acomposilion with different types of photographs and other materials;
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¢ handle different kind of 3D malerial and different subjects [or the composilion;

& creale the tonal values and quality by using coloured paper from a magazine,
newspaper elc.

e analyse three-dimensional arrangement technigue and pasting lechnigue on
different medium and space.

PAPER PASTING COLLAGE

Step 1: To create your paper collage, draw the objects as per vour choice through
pen, pencil or marker as shown in the picture (Fig. 7.1).

Fig. 7.1

Step 2: Apply colours Lo your figure, and vou can wrile the name of the colours
in their desired area making it easier to paste the coloured paper lo make a beautiful
collage. Now lake coloured paper from a magazine, newspaper elc. After thal,
make vour collage surface sticky by applying glue, then stick your pieces of paper
on your drawing area as shown in the Fig. 7.2.
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Fig. 7.2

Step 3: We should paste coloured paper and apply il on the remaining space as per
the requirement of the composition. Now the figures of the collage are ready (See
Fig. 7.3).
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Step 4: In this step, paste the pieces of coloured paper on the background Lo
complete the collage (See Fig. 7.4).

MIX MATERIAL COLLAGE
MNow lel us prepare a collage with mixed material.

For mixed malerial collage, you will need an HB pencil, glue, waste materials,
cloth, sofl board, hardboard, plastic leaves, wooden slicks, and other decorative
ilems as require.

Step 1: Draw the figure of a mountain, river. sky, hut elc.. as per your theme with
pen or pencil, as shown in the Fig. 7.5.
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Step 2: Now you will spread the giue on the collage surface and then paste the

wasle malterials (like soft board, plastic, leal, house and mountains) on the drawing

sheel (See Fig. 7.6). Notes

Fig. 7.6
Step 3: Now cover the land area with cloth and jute material as shown in the Fig.
7.7. You can also use straw pieces as per the requirement of the collage.

Fig. 7.7

Step 4: Complete the collage by pasting wasle materials and colours on the

remaining collage spaces. Paste the plastic poly paper as shown in the collage and
the wooden stick al the bank of the river. Now give the final louch to complele your
collage (See Fig. 7.8).
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PHOTO/IMAGE COLLAGE

You will need newspaper. magazine paper, books, glue, different images and
photos for the photo collage.

Step 1: Pasle the newspaper pieces on the surface of the coliage, then paste the
pieces of paper o show the barren land.
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Step 2: To complele the background area in the collage, paste all the pieces of
paper showing barren land (See Fig. 7.10).
Notes

Fig. 7.10

Step 3: Afler completing the background area, pasie the pictures and make the
outlines of the collage.

o
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Fig. 7.11

Step 4: Finally, paste all the remaining pictures to complete the collage (See
Fig. 7.12).
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Fig. 7.12
You should paste the things so that the composition becomes balanced.

é" WHAT YOU HAVE LEARNT

# Ingeneral, we made a collage with the help of pits and paste of pholos, lex{s elc.
# Due o digital resolution, collage can be crealed easier.
® Preparation of paper pasting collage.

® Method of crealing image collage.

.\ TERMINAL QUESTIONS

1. Make a collage by using materials available al your home.

2.
3.
4.

Creale a paper collage with the help of only black and while paper.
Make a colourful collage using coloured photographs ol humans and animals.

Whalt is photomontage? Give details with examples.
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GRAPHIC DESIGN-MANUAL
AND DIGITAL

AIM

To arrange images, symbols and typography Lo represent an idea or message in a
pictorial space.

INTRODUCTION

Graphic design 15 a visual communication which conveys information o the
viewers. It is a real challenge for eraphic designers thal how they are going 1o
combine visual images and lext with creative possibilities. Due lo the introduction
ol modern technology, tools have changed from manual design to digital imaging
with software like Photoshop, llustralor, Corel Draw elc. Through these various
exercises, we will learn the difference between manual practice and digital
formation of logo making, greeling card design and book cover design. The
desiener has to keep in mind whether he works manually or digitally; the sole
purpose is to convey the messages through the art creatively.

In this practical chapter, we will learn the operations of digital media and how (o
conceplualise the message inlo a creative arl form.

N owcrvs

On completion of this practical lesson. you will be able to:

# develop the skill to incorporale images wilh the typography;
e conceplualise the messages into a crealive arl form;

# dilferenliale between the manual and digital representation of an artwork;
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® develop the digital skills using sollwares;
e dilferentiale the use of manual and digital technique ina painting and adesign;

® creale greeting card, log and book cover design manually and digitally.

OUR BIRDS/ AMAN

Method of Making Book Cover Design

1. Firstly, conceptualise a structure of the topic on which the book cover is Lo be
made in your mind. Make the illustralion on paper using a pencil. As you can
see [rom Fig. 8.1, it is the illustration of a bird. The writer describes Lhe life,
eating habits etc., of birds. solhe title of the book has been given as’ Our Birds’.
The artist has shown it in the cover design.

Fig. 8.3 Fig. 8.4
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Graphic Design-Manual and Digital |

Fig. 8.5

2. Alter compleling the sketch in pencil, the artist filled it with flat colour. The

background has been {illed with blue, probably showing the sky and its depth.
Mext, the artist fills the bird in flat yellow and black. The spine and lower
portion of the cover are also [illed wilh black.

. Allerfilling in the [lal colours, the artist does shades the illustration using one

and texture. Firstly, he darkens the flal yellow colour by slightly using orange
and starts shading. as can be seen from the [igure. Then some more orange 18
added Lo the solid yellow for a darker lone for the detailing of the illustration.
In the same way, Lhe black portion ol the bird in Lhe illustration is also
completed using different tones of grey. The illustration is now complele. as
seen [rom the ligure.

Once the illustration is completed, the wriling of letters is done. Some people
use lracing paper, bul experienced artists wrile the letlers directly. As you can
see fromthe figure, the title” Our Birds” has beenwrilten in black and looks well
defined. To balance the yellow colour, the artist has used yellow Tor the logo
and name of the wriler. In Lhis way, the reader’s eyes will not stop at one place,
and he will be curious to see the [ull cover of the book.
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GLIMPSES OF INDIA/ RAM PRASAD

Method of Making Book Cover Design

To make an illustration on any topic. we first need lo conceptualise a structure of
the topic in our mind. Then according to that structure, a layoul will be made on
paper. As you can see [rom the fizgures below, the process of making a book cover
is on going. The name of the book is ‘Glimpses of India’, and three important
monuments of India can be seen, namely- India Gale, Red Fort and Lotus Temple
that add shine o India’s splendour.

Fig. 8.8 Fig. 8.9
After the drawing is compleled, the artist starts wriling the letters. The process of
wriling letters through the graph is given later. Once the letiers have been wrillen,
the artisl starts filling colours. As you can see, the background has been filled with
dark blue. In the fourth figure, the detailing has been done. The artist has chosen
colours such thal the matter looks real. India gale has been filled with medium
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yellow, alter which the detailing was done using dark yellow and brown Lo give an
original appearance. The Lotus Temple has been given a tone and texture of light
yellow and brown on a while base, giving it a very real lock. In the end, the artisi
has given different tlones of brown in the Red Fort, which looks very beautiful. It
looks as if the artist has captured the Red Forl as il is in a frame. The artist has
shown all three-illustrations in a boundary of green, which contrasts the matter,
thus defining the matter clearly. In the background of the malter, the artist has
shown the sky using different tones of blue, which looks very appealing.

The artist fills the letters with colour once the illustration is complele. As can be
seen fromthe figure, he has filled’” Glimpses™ with yellow and” of India™ with white
on a backeground of dark blue colour, making the letters stand oul.

Towards the left, he has also shown the spine (thickness) of the book. Il carries the
logo of the publisher, the name of the wriler and Lthe name of the book. Thus, our
book cover is ready. Poster colours have been used lor the illustration.

EXERCISE FOR BOOK COVER DESIGN

Learners can make book covers on the given lopics;
1. HindiLanguage

2. Stories of Prem Chand

3. ‘Bharat Gatha’

4. *Ka’, "Kha’, "Ga’, Seekho

@-‘\ WHAT YOU HAVE LEARNT

e Graphic design is a visual communication which convey, information to the
viewer.

& Some soflware like photoshop, illustrator, Coreldraw elc., help us Lo create
differentimagesdigitally.

¢ Learn the difference belween making manual praclice and digital formation.
e Making logos, greeling card designs, book cover designs efc., digitally.

@ TERMINAL QUESTIONS

1. Differentiate between manual practice and digital lormation.

2. Create a fronl and back cover page for the painting book with graphic designs.
3. lllustrate a coloured logo for any lopic.
4

. Draw a design [or your Arl Note Book manually and use walercolour.
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CREATIVE DESIGN WITH
REFERENCE TO TRIBAL AND
FOLK ART

AIM

To study and adapt various folk motifs and materials to creale a new art form with
the help of rearrangemenl and repetition of motifs form.

INTRODUCTION

Creative design is the way to explore an idea and imagination and transform or
compose il in arl. Here will lo explore different tribal and folk motifs and forms
which can be used (o create a new expression as a creative design. Different types
of folk and tribal art from various regions will be learned in this chapter, mainly
Madhubani, Bhills and Kolam. These dilferent materials, and technigues and how
they derived from the immediate surroundings must be considered by an artist
while creating a design. In this chapter, we will learn to draw the different folk and
tribal art motifs and forms, and try to create a new art form or design by using
motifs and also adapl the method of designing colours from our immediate
surroundings.

@ OBJECTIVES

On completion of this practical lesson. you will be able to:

e differentiale between various tribal and lolk motifs and forms;

& analyse the crealion of colours and their usage;
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& arrange and compose acreative design with the help of folk and tribal art forms
and motifs;

# develop the skill of using different materials and methods;

¢ compose a creative new arl form by repealing and rearranging forms and
motifs;

& crealedifferent geomelric patlerns and ils importance in acompotion (design).

MADHUBANI PAINTING

Now, we are going to know aboul the Madhubani painting. Madhubani paintlings
were done using colours extracted from natural things. Madhubani painting was
traditionally ¢reated by the women of various communilies in the Mithila region.
This painting is a folk form developed in the Mithila region of Bihar. Let us make
a Madhubani painling

Make a Madhubani Painting

Step 1:Firsl, illustrate a beautiful border on the sheet using geomelrical palterns.
The border is an important part of a Madhubani painting, making it composed and
complete. The size of the border of the composition can be from 1.5 inches to 2.5
inches. It depends on the size ol the drawing paper; alter making the border draw
the main figures in the centre of the sheel and then complete the remaining area.
First, we have drawn a fish-seller women as shown in picture 9.1.

Fig. 9.1

Step 2: In the second step, draw Lhe lree with leaves, [ruils and birds to complete
the remaining area of the sheet. For this, vou can use any natural things. figuresetc.,
for drawing {See Fig. 9.2).
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Creative Design with Reference to Tribal and Folk Art

Fig. 9.2

Step 3: In this step, we slarl o fill the colours in the painling, starting with the
main f[igures. After the main ligures, fill the other ligures with rich colour tones
{See Fig. 9.3).

i R e

Fig. 9.3

Step 4: In this step, colour the remaining [igure of the painting as trees, trunks,
birds and borders. Use brown for the trunk and green for the leaves with bright and
rich colours. Now Madhubani painling is complele (See Fig. 9.4).
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Creative Design with Reference to Tribal and Folk Art

BHIL PAINTING

Now. let us learn Bhill art.

Bhil art is the tribal art of the bill ribes community in India. The bhils reside in
Madhya Pradesh, Gujrat, Rajasthan and some other slates of India. The Bhil art
mainly related to the nature and life of this tribe. The features of Bhil's arl are dots
which cover Lhe entire background. These dots are skillfully applied in Lhe design
and ils surface with beautiful patterns and colours. We will draw a Bhil painting
wilh pencil and walercolour on paper using simple figures like animals, nature,
birds, and humans.

So, you need walercolor, paper, pencil, brush elc., to ¢create a Bhil painting.

Step 1: Take asheet and the draw lgure of your choice. We have chosen a peacock
bird theme, as shown in Fig. 9.5.
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. Creative Design with Reference to Tribal and Folk Art

Step 2: Start applying the base colours. You can use acrylic or poster colours. First,
apply one or iwo coals on the main part of the figure. Then you, can use the colours
like red, green, blue, yellow, and orange as your choice, as shown in Fig. 9.6.

Fig. 9.6

Step 3: When the base colour has dried. Start applying dols in the ligures with a
thin brush; if you are uncomfortable using a brush for applying dots. you can also
use a lhin wooden stick with a colton bud. The dots should be applied closely, as

shown in the Fig. 9.7.

Fig. 9.7

Step 4: In final step, carefully put the dots in the remaining part of the drawing
carefully (See the Fig. 9.8).
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Notes

Fig. 9.8
Now, you will get a beautiful Bhil painting, as shown in the Fig. 9.9,

Fig. 9.9

Note: Avoid mixing colours and dots.

KOLAM DESIGN

Kolam art is famous in the southern part of India. It is drawn using chalk powder,
rice powder and other natural ingredients. In this arl, a combination of geometrical
shapes and lines are made in which parallel dots are joined with the help of different
lines Lo make beautiful designs.
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Step 1: FirsL, collect a dark colour paper like a pastel sheet and start with marking
' dots in this manner as shown in the Fig. 9.10.

N

1 Notes

Fig. 9.10

Step 2: Draw adesign as shown in the Fig. 9.11 with the help of a thin brush with
white colour or white pencil.

Fig. 9.11

Step 3: Draw the same pallern by joining the dots just opposile 1o the patlern made
in step 2 (See Fig. 9.12).
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Fig, 9.12

Step 4: Draw a heart shape (9 using the second and third row, as shown in the
Fig. 9.13.

Fig. 9.13

Step 5: To complete the design of Kolam art, draw the heart shape just opposite
to the one ¢y made in step 4. as shown in Fig. 9.14.
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Fig. 9.14

By following these sieps now, the Kolam design is complele.

@" WHAT YOU HAVE LEARNT

o Crealive design is the way Lo explore the idea and imagination of Lhe artist.

& Create a new art form by using motifs.

¢ Method of designing colours [rom our surroundings.

e [llustrate designs with the help of folk and tribal art forms.

.I TERMINAL QUESTIONS

2

3.

Draw a border on an A4 size sheel using geomelrical palterns.
Draw a Bhil art form using simple ligures.
Wrile briefly aboul the Bhil art form.

IHustrate a crealive design taking an idea from Kolam art forms.
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Dear Learner

National Institute of Open Schooling welcomes you to the Senior Secondary Course in Painting
and hopes vou will enjov vour learning Open and Distance Learning Mode about education.
Painting is an interesting medium which aptly lets vou express vourself through notes and
ritvithm. This course will provide a deep insight into Drawing and Painting and help vou
develop vour aesthetic sense along with its basic knowledge. The course is comprised of theory
and practical aspects of Painting and will carry 40 marks and 60 marks, respectively, in the
examination / assessment. The studv material prepared especially for vou is quite interesting
and comprehensive. These courses are divided inte 07 riveting modules. This course will
provide adequate knowledge of theory, practical and guide book. Book One emphasising art
history from early, medieval and contemporary Indian and Western. You will also be
Sfamiliarised with the contribution of various personalities to understand the diverse forms and
compositions in the field of art, with an understanding of different stvles and technigues. You
will be able to develop vour style. In the Book Two, Practicals for the course, cavers vivid
methods and technigques which enables you to experiment and learn. Classes for the same will
be conducted at vour study center. In the Book Three (Guide Book) helps you to navigate
different Art Materials with instructions.

NIOS is happy to introduce MOOCs (Massive Open Online Courses) through SWAYAM
platform initiated by the Ministry of Education, Govi. of India. Major subjects of the
Secondary courses have been developed as MOOCs, including video lecturers, and discussion
forums are available on SWAYAM. You must register and enrol at www.SWayanm. gov.in [o access
quality videos. NIOS also telecasts live programmes and interactions from 2.00 p.n. to 5.00
p.m. {Monday — Friday) on E-Vidva channels 10 and 12.

We hope vou will enjov learning Painting with us. Feel free to give your suggestions in the
Feedback Form antached ar the end of this book.

With best wishes,

Course Committee

. P4




Congratulation! You have accepled the challenge of being a self-learner. NIOS is with you al
every step and has developed the material in Painting with the help ol a team ol experts,
keeping you in mind. A format supporting independent learning has been followed. IT you
follow the instructions given, you will be able Lo get the best out of this material. The relevant
icons used in the material will guide vou. These icons have been explained below for your
convenience,

Title: This will give a clear indication of the contents within.

Introduction: This will introduce you Lo the lesson.

Objectives: These stalements explain what you are expecled lo learn from the
lesson.

Notes: Each page carries an emply space in the side margins [or you o wrile impor-
lant poinls or make noles.

Intext Questions: Very short answer self-check questions are asked afler every
section, the answers are given 4l the end of the lesson. These will help you to check
your progress. Do solve them. Successful completion will allow you o decide
whether to proceed further or go back and learn again.

Activity: This is a crealive way of learning through different activilies. You will
express yoursell through actions and learn the concepls in an interesting manner.

What You Have Learnt: This is the summary of the main poinls of the lesson. It
will help in recapitulation and revision.

Learning Outcomes: Il explains whal you have achieved from the lessons.

Terminal Questions: These are long and shorl questions Lthat provide an opportu-
nity to practice for a clear understanding of the whole lopic.

Answers to Intext Questions: These will help you to know how correctly you
have answered the questlions.




Meodule 1: Historical Appreciation of Indian Painting and Sclulpture

I. Prehastoric Painting of India

2, Painting of Indus Valley Civilization

3. Ajanta and Post Ajanta Painting

4. Sculpture of Indus Valley Civilization

5.  Mauryan and Post Mauryan Arl

Module 2: Historical Appreciation of Indian Contemporary and

Miniature Art
6. Moaedieval Period Painting
7.  Mughal Puinting
8. Pahari Painting
9. South Indian Painting
10. Company Schoal of Pamting
11. Contemporary Art and Artist

Module 3: Method and Material used in Drawing and Painting

12.  Freseo and Tempera in Indian Art

13.  Drmawing and Painting with Dry Medium

14. Mural and Printing-

Module 4: Tribal and Folk Art in India
I5. Folk ond Tribal Art

Module 1: Nature and Object Study

1. Mature Study with Pencil
and Colour

2. Sall Life with Shading
3. Portrailure
Module 2: Creating Different Composition, Poster
and Texture

4. Creative Forms of Composition
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Poster Making
6. Creating Texture and Printing

Module 3: Making of Collage, Graphics and Folk
Art form

7. Collage Making
8. Applicd Ar: Graphic Design

G, Creative Design with Reference to Tribal
and Folk Ari
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Module 1: Historical Appreciation of Indian Painting and Sclulpture
|. Prehistoric Painting of India

[rad

Painting of Indus Valley Civilization
3. Ajanta and Post Ajanta Painting
4. Sculpture of Indus Valley Civilization
5.  Mauryan and Post Mauryan Art
Module 2: Historical Appreciation of Indian Contemporary and Miniature Art
6. Moedieval Period Painting
7. Mughal Painting
8. Pahan Pminting
9.  Sputh Indian Painting
0. Company School of Painting
[l. Contemporary Art and Artist

Module 3: Method and Material vsed in Drawing and Painting
12.  Fresco and Tempera in Indian Art
13 Drawing and Painting with Dry Medium
14, Mural and Printing
Module 4: Tribal and Folk Art in India
15. Folk and Tribal Ant

) Carriculum
(ii) Feedback Form

Note: The syllabus has been bifurcated into lwo sections:

I. Lessons for the Tutor Marked Assignment (TMA)
1. Lessons for public cxamination guestion paper

The detuils of the different sections are on nexl page.
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Bifurcation of Syllabus
Painting Course (332)

Total no. of Lessons=15

MODULE
(No. & name)

TMA (40% )

Public Examination (60%)

No. of lessons-3

No. ol lessons-10

Historical Appreciation of L-4  Sculpture of Indus Valley L-1  Prehistorie Painting of India
Incdian Painting and Civilization L-2  Painting of Indus Valley
Sculpture L-3  Mauryan and Post Mauryan An Civilization
-3 Ajanta and Post Ajanta
Painting
Historical Appreciation of L-7 Mughal Painting L-6  Medieval Period Painting
[ndian Contemporary and L-9  South lodian Painting L-8%  Puhari Painting
Mintature Ar L-10 Company School of Painting
L-11 Contermporary Art and Artist
Method and Muterial used L-[3 Drawing and Puinting with L-12 Fressco und Tempera in
in Drawing and Painting Dy Medizm Indiun Art
L-14 Mural and Printing
Trikal and Folk At in India L-15 Folk and Tribal An

For Sample Question Paper please visit N1OS website @ www.nios.ae.in




——
MODULE -1
—_—

HISTORICAL APPRECIATION OF INDIAN
PAINTING AND SCLULPTURE
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Prehistoric Painting of India

b

Painting of Indus Valley Civilization
Ajanta and Post Ajanta Painting
Sculpture of Indus Valley Civilization

S

Mauryan and Post Mauoryan Art







PREHISTORIC PAINTING
OF INDIA

Dear learner, in this course, we will learn aboul Prehistoric Art, Medieval Arl,
Contemporary Art and Folk and Tribal Art. First, we will learn about the Prehistoric Art
ofIndia. i.e. Rock Paintings of

Mi l'zﬂpurlr Pﬂ_nch]'n ﬂ_rhi End Hello Mabesh, what are you :Inh Fi Youash, Yos
5 Wiy mre you imwirig on the wali? it
Bi’ﬂ]’l’lbﬁikﬂ_ o't you remembser the closs & g
¥ dras ont il shone bel
tencher’s mnnomcenmesl?
us o utside wnid do

Inthe Paleolithic period, early pasting on e
humans lived in caves and
used stone for hunting birds
and wild amimals losave their
lives. Early men then started
painting and drawing on the
walls of caves during the

Paleohthic era, some 40000

Yeeu, ve are rorhl et .
e ket deevying
st inls

years ago. Many paintings e
were found from the ﬂﬁ:ﬁ:ﬂﬁ.}ﬁﬁ\
Mesolithic peniod, around \j\"ﬂ”&:“ﬂﬁ::ﬂ':: e ':.x
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12000 years ago from the s .3
presenttime. That period was ( oy )

the earliest discovery of
Prefistoric art in India.

In this lesson, we will learn gLt o
1] ol L fodind ol st in e |
about different types of Mty o men i . )
painting in the Prehistoricage e oot il
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MODULE - 1

Historical Appreciation of

Indian Painting and

Sculpture

Notes

OBJECTIVES

After learning the lesson, the learner will be able Lo:

e explain the origin of rock paintings in Lhe prehistoric age in India;
e identify the sites in different parts of India;

e identify the main features of prehistoric art;

e describe the basic history of rock painlings;

# identify different kinds of rock art.

1.1 MIRZAPUR ROCK PAINTING

Now, lel us understand the Rock Painting of Mirzapur.

Basic Information

There are some caves at Kaimur hills in the valley of Son river, just 20 kms from
Mirzapur lown. These caves are known as Likhunia, Bhaldaria etc. The ceilings
and walls of these caves were painted by early man. There are at least 250 rock
shelters, which are embellished with rock art on various themes. The painlings
show many species of animals, like elephants, boars and even tigers. Domeslic
animals were also painted, along with wild animals.

Title - Primitive Hunters
Medium : Earth and mineral colours
Style = Prehisloric

Date : Approximaltely 5000 BC
General Description

In this painting, a man with a lance is shown riding a horse. He is chasing a tiger.
Primilive hunlers seemed (0 be the most popular subject for these painters. The
hunting scene in the painting is a representation of their practical life experiences.
Primilive men used (o huni large and dangerous animals in groups. The painling
also shows a group of people chasing the animals, surrounding them, and killing
them with their primilive weapons. The colours are very limiled, used lo give
volume to these figures. In some cases, they have used red. black and yellow
pigments. The animals appear to be much more complelely rendered than the
human figures.

Painting




Prehistoric Painting of India MODULE -1

Historical Appreciation of
Indian Painting and
Sculpture

Fig. 1.1:*Primitive Honters” Mirzapur

. INTEXT QUESTIONS 1.1

Fillin the blanks.

1. Themediumol Primitive Hunters painling are ................. 1 ——

2. Colours of pigment used in this painling are .........., ... and

3. Themostpopularsubjectof Rock Paintingis .........cc.c...

1.2 PACHMARHI ROCK PAINTING

Now, let us learn the Panchmarhi Rock Painting.

BasicInformation

Panchmarhi hills are situated in the state of Madhya Pradesh. Rock shelters are
found all over the hills. Many of these shelters are covered with paintings depicling
a range of subjects. By popular belief, the name ‘Pachmarhi’ is derived from

Painting
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Prehistoric Painting of India

*Panch-Marhi” or complex of five caves where the [ive Pandavas are supposed lo
havespenl some time.

Title : Rows of Cows

Medium 4 Earth and mineral colours
Style : Prehistoric

Dalte : Approximately S000BC
General Description

‘Rows ol Cows’isone of the many paintings al thissite. It shows acowherddriving a
herd of cows to the pasture. The stylized drawing of the cowsis almost geomeltrical,
yetitshowsalot of movement both in the animal and human figures.

Fig. 1.2:*Rows of Cows”, Panchmarhi

The coloursare limited to Ochre (Geru) red in the background and white for the figures.

Inmany of the paintings, formson the wall arearranged in seemingly haphazard order,
asin this painting. They are not primarily decorative. The effectiveness of worksof art
of theindividual formsisaresultof qualities of clarity and balance.

Painting
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Historical Appreciation of
Indian Painting and
INTEXT QUESTION 1.2 Sculpture

Tick the most appropriate answer

1. Name the colours of Panchmarhi painting.

(i) While and red (ii} Blue

(iii) Black {ivy None of these Notes
2. Write the location of Panchmarhi

(i) Ullar Pradesh (ii) Madhya Pradesh

{(iii) West Bengal {iv) Bihar

il Acriviy

You have learnt the rock paintings. Now, fill the table below:

Name of State Theme Type of figure found

1.3 BHIMBETKA ROCK PAINTING

You have learnt Panchmarhi Rock Painting. Lel us understand the Bhimbelka

Basic Information

Bhimbeika is siluated near Bhopal in Madhya Pradesh. There are more than 754
rock sheller caves here. These are beaulifully decorated with paintings. There are
varied themes in these painlings. The rock paintings belong 1o the Mesolithic
period of hunter-gatherers. The painter portraved man and his relationship with
animals. The human figures are shown with dilTerent Kinds of animals like bulls,
bisons, elephants, wild boars elc.

Title : Fighters

Medium 2 Earth and mineral colours
Style 4 Prehistoric

Dalte : Approximately 5000 BC

Painting
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Prehistoric Painting of India

Fig. 1.3: “Fighters” Bhimbetka

General Description

In this painting, many human figures are shown along with different kinds of
animals. All the human figures hold many types of primitive weapons. The men are
going o kill or capture these wild animals. The silhouette forms of figures are full
ol action.

The painting shows four men attacking different animals. They are also taming a
horse. 1t is interesting lo compare the human and animal forms from the point of
view of the completeness with which they are suggested by the arlistic conventions.
The appearance of the bow is also very interesting as it was not found in the earlier
period. Paintings like these are still executed by the Warli painters of Maharashtra.

. INTEXT QUESTIONS 1.3

1. Whereis Bhimbelkalocated?

2. Which period do these paintings belong lo?
3. Identifyatleastone ammalin the ‘Fighters’ painting.

Painting
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WHAT YOU HAVE LEARNT Sculpture

Rock Art
Rock Painfing Notes
| |
Pachmuihi Rock Mirzapur Rock Bhimbetla Rock
Painting Painling Painting
Rows of Cow Primitive Huriter Fighters
{example) fexample) {example)

1

¢ makes beauliful composition of Rock Arl by using the forms and ligures
of rock painting.

The learner

® illustrates rock art on their house hold objects.

TERMINAL QUESTIONS

I. Which period does the Prehistoric art in India belong 10?

Name the rock art in India.

Describe the different rock art.

Write a short note on the method and materials of prehistoric rock paintings?
What is the theme of the painling of Mirzapur?

Write two lines on Pachmarhi cave painlings.

Name the animals shown in the paintings of Bhimbetka.

Why did primitive men painl many species of animals?

M3 pe s OB A R R D

Writle one similarily with the Lribal art form of India.

10. The appearance of lhe bow is very inleresting. Explain in your own words.

Painting
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‘ﬂ‘ ANSWERS TO INTEXT QUESTIONS

1.1

1. Earth and mineral colour.
2. Red, black and yellow

3. Hunting
1.2
1. (i) While

2. (i) MadhyaPradesh

1.3

1. Near Bhopal in Madhya Pradesh

2. Mesolithic

3. Horse

GLOSSARY
Paleolitic
Mesolithic
Neolithic
Mineral colours
Silhouelte
Rock engraving

Rock brushing

Early Stone Age

Middle Stone Age

New Slone Ape

obtained from slones (minerals)

dark image outlined against a light background
the surface is carved into gel forms

Fat or other slicky things are brushed on the surface,
afler that powder colours are painted on il.

Painting




PAINTING OF INDUS VALLEY
CIVILIZATION

In the previous lesson, we learnt the prehistoric paintings of India. In this lesson,
we will learn aboul the painting of the Indus Valley Civilization. The earliest known
phase of Indian art belongs to the Indus valley culture from aboul the middle of 3rd
millennium BCE to about 1700 B.C.. which was brought to light in the 19th C.E.
by the sensational discovery of the greal civilization. Harappa and Mohenjodaro
are the mosl important siles where we find traces of the Indus civilization. The
culture disclosed al these siles is essenlially urban. Advanced building malenials
were used [or the construction of houses. Il included a bathroom, upper storeys,
walls etc. The exislence of temples, assembly halls, granaries. workshops. hoslels
and markel places, and modem drainage systems tell volumes about this advanced
civilization. It was natural that arts and crafis flourish greatly in a society so highly
developed socially and economically. For the present. we shall confine ourselves
Lo Lthe paintings found on Indus poltery which were largely used [or storage and
burial purposes. Burial jars containing food grains, ornaments, and utensils for the
service of the departed have been discovered.

@ OBJECTIVES

After learning the lesson, the learner will be able to:

e wrile the forms painted in Indus Valley pollery;

e describe in briel the arl of the Harappan style;

e slale the enlisted painlings on different Harappan jars and polleries;
e explain aboul the geometrical pallerns of Indus potleries;

® identify the motils used in this period.

Painting
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2.1 ANIMAL FORMS IN INDUS POTTERY

First, we need to know the painting found in the Indus potteries. Most probably.,
the only source of Indus painting is the Indus poltery discovered from the ruins of
Harappa and Mohenjodaro. They depict enormous sensilivily, freedom of
expression. love of nature, natural forms and bold geomelric palterns.The art
forms of the Indus Valley are unique. These motives evolved through the centuries,
enriching the language of Indian art. The Indus painting displays some of the most
interesting characters of ils rich artistic heritage thal existed ages back.

Painting of Indos Valley Civilization

Basic Information

Paintled figures of bulls, tigers, antelopes. snakes, and [ishes are found commonly
on Indus potleries. Hunting scenes show antelopes with a buster on a pol from a
cemelery.

The Indus pottery is bright and dark red or bulf in colours. These are sturdy and
well-baked. Almosl all the polleries are painted with black bands around their
surfaces. The polleries of various sizes and shapes are all rendered in round.

Fig. 2.1: Serving Pot with Painted Snake Pattern

Pols were used for various purposes in the Indus Valley, e.g. cooking, serving,
storage and bural. Mosl of the painted figures are found in storage and burial
potteries because cooking jars would not be able to sustain the mineral colours.

Painting




Painting of Indes Valley Civilization

Title :  Pot with Snake Pattern
Artist : Unknown

Medium :  Mineral colour on clay
Period :  Harappan 25300 BCE
Style :  Harappan Style

General Description

This pol is Buff in colour with a wide mouth and short height. Most probably, it
was used for serving food. The area of the entire bowl is encircled by a molif of
a snake. The motif coils around the body or the bowl. The wavy horizontal line in
for layer creales a beautiful design.

The pots are made in a potler’s wheel and baked in a fire. The skill required 1o
achieve the colour of the pol is very importanl. The poliers ol the Indus Valley were
masters in this crafl.

2.2 HARAPPAN POTTERY- STORAGE JAR

Now, let us learn aboul the painting found in Harappan polteries.

Basic Information

The pollers of the Indus Valley civilisation followed their prehistoric anceslors Lo
stylise the animal figure drawings. The simplification of animal forms is very
interesting. Some specialised artisans were appointed Lo decorate these pols.

It is said that the artists of the Indus valley had a greal leel for natural forms and
could depict them with marvellous skill. It can be well understood when you look
into Indus-painted poliery.

Title :  Pot with Bull and Antilope
Artists @ Unknown

Medium : Mineral colour on clay
Period : Harappan 2500 BCE

Style :  Harappan Style

Painting
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Fig. 2.2: Storage Jar with Bulls and Antilopes

General Description

This jar is moulded. Probably, il was used (o ship oil, grain and preserve food. This
beautiful red jar is decorated with animal forms enclosed between black circular
bands all over the body-of-the-Jar. The cenlral portion is occupied by a large bull
decorated with criss-cross patterns and bands. The elongated shape of the bull
resembles the terracotia bull of Harappa. Bulls are represented as the symbol of
power and strength and oflen are used in art as a motil.

2.3 WIDE MOUTH SERVING POT, HARAPPAN POTTERY

Dear learner, now you will understand the paintings on another serving pot wilh
molifs.

Basic Information

Different types ol pols in many sizes and shapes, are found in the Harappan
civilization. These pols are used for different purposes. This pol might have been
used as a serving bowl.

Painting
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Fig. 2.3: Serving Pot with Painted Tiger Design

Title : Pot with painted tiger design
Artist Z Unknown

Medium Mineral colour on clay

Period : Harappan

Style : Harappan Style

General Description

This beautiful tiger design is delightfully rendered to suit the width of the vessel.
The long slender body of the tiger is adjusted between [irm lines forming circular
bands around the vessel. The body of the liger bears crisscross lines, almost
covering Lhe entire area. Round dols above the tiger, along its entire length lends
aninteresling characler to the entire design. The rendering of the schematic design
to fill the space is amazing. In spile ol the abstraction of the form ol the tiger, the
painter relains the character of the animal.

. INTEXT QUESTIONS 2.1

Choose the most appropriate option.
1. What are the base colours of Harappan pollery?
{iY While and Black (ii) Sky blue and blue

(iii) Red and Buff (iv) All of these

Painting 13
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Painting of Indos Valley Civilization

2. Whal animals are found depicted in the pols and jars?
(1) Tiger and snake (ii) Bull and fish
(iti) Bulland Birds (iv) All of these

2.4 GEOMETRICAL PATTERNS ON INDUS POTTERY

You need to know aboul the geomelric design found on the Indus jar.

Basic Information

The Indus potlery displays awide range of zeomelric designs in storage and burial
jars. Theearliest known geomelric designs were found 3rd millennium BCE. Pols,
plates, mugs and cooking vessels show an array of delightful geomeilric designs.
The geomeltric designs are sometimes adjusted in between animal forms forming
interesting patterns. Somelimes they existasindependent designs. Circles, squares
and their variants are most commonly used. Other forms include bands of different
thicknesses around the jars. The base colours are buff red with black lines on them.
Thedesign of the zeometrical forms is very attractive and appreciable. Indus Valley
cups and jars with geomelric designs shown the artist’s ability to create powerful
symbols through peometrical patterns.

Fig. 1.4: Tall Burial Jar with Conical Neck and Flaringrim
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Title 2 Tall burial jar with conical neck and flaring rim and one Indian Painting and
smaller round jar Sculpture
Artist 1 LUinknown
Medium Mineral colour on clay
Period : Harappan 2500 BCE
Style 1 Harappan Style
Notes
General Description

The black geometrical designs are arranged in asymmetrical paltern. The motils are
painted on the jar surface, whichis red in colour. This red colour is oblained by the
primer of [ining. The designs made in black are largely lish-scale (semi-circular)
shaped. The occurrence of circular patterns can be associaled with the facl that
circles could be made using rope and slick on sofl clay, unlike other shapes, which
are very difficull to draw. The Indus artist implies a sophisticated understanding of
the principles of geometry: by repeating the circular patlerns and overlapping them
with beautiful semi-circular patterns beautiful design is created. The two largest
vessels in the above-mentioned picture are painted burial pollery from Harappa.
These two vessels chronologically belongs to the earlier period.

2.5 SERVICE POT WITH GEOMETRIC FISH MOTITF

Different Lypes of molifs are decorated on the pols. so learners lel us learn aboul
them.

Basic Information

The potlery decoration of Indus Valley pottery reflects the grealness of those
painters. These pois are graceful and proportionalely shaped. There are a very
limited variety of shapes of the pols found in the Indus valley

Fig. 2.5: Service Pot with Geometric Fish Motil
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Title :  Service pot with Geometric fish motif
Medium : Mineral Colour on clay

Period : Harappan 2500 BCE

Style : Harappan Style

General Description

This pol from Mehragarh is wheel-turned, extremely thin and delicate, made from
fine high quality clay. This vessel was painted with a black outline before liring and
afterwards coloured with yellow, white and red pigments. Indus poliery includes
ooblets, dishes, narrow-necked vases eic., with beautiful geometric lines and
patlerns. The serving pot with the fish pattern mentioned in the lext is a beaulifully
painted pattern with a triangular lines forming lovely pattern o indicate scales on
the fish’s body. The upper section of the pot is also decorated with-triangular black
lines. The painter has used triangular shape indifferent parts ol ils body. The colour
scheme is very sober and harmonious.

. INTEXT QUESTIONS 2.2

1. Write aboul the fish scale pattern in Indus poltlery in brief.

2. Write aboul the serving pol wilh a geomelric fish motil in briel.

3. What Geomelric patlerns are used in pollery by the artists?

L -
bl ACTIVITY

Design any three pots found in the Indus Valley Civilisation, use motifs and
symbols as your choice and colour those pots. Also, wrile the name of Lhe motifs
used.

Pots Name of Motifs

Painting
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2.6 BIRD FORMS ON INDUS POTTERY

You need to know one more form decorated in Indus potlery.

Basic Information

The beautifully painled bird form seen in Indus potlery, designed aesthetically
along with foliage and geomelric designs, lell a volume about the aesthetic
sensibilities of the Indus painter. The lines used to paint bird forms are [lowing vel
disciplined. The bird forms are painted with black lines on a red or buff bases.
Delightful bird forms can be found on storage jars from the Harappan period.
Arranged between foliage and geomelric design, the peacock looks alive. The
black lines are uniformly thick and have awonderful Mow. The design is simple yel
aesthetic.

Fig. 2.6: Storage Jar with Peacock Motif
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Title :  Storage Jar with Peacock Motif
Medium Mineral Colour on clay

Period :  Harappan 2500 BCE

Style :  Harappan Style

General Description

Delightful bird forms with open-designed wings can be found on storage jars from
the Harappan period. Adjusted between geomelric design, the birds look alive. The
black lines around the neck and boltom of the jar are uniformly thick and have a
rhythmic fow. The design is simple. The potlers of the Indus Valley civilization
worked out a few forms. Each suiled the shape of the pol. The painter developed
the contour, proportion and decoration.

. INTEXT QUESTIONS 2.3

1. Give two examples of two potleries with bird motifs.
2. How are the bird molifs designed belween the loliages?

3. Describe in two lines the bird form.

@" WHAT YOU HAVE LEARNT

Indus Art and Craft

Painting
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The leascr Sculpture
e use the decoration of painted potleries on any other arl objects.
e use Lhe motifs, symbols and create a beautiful composition.
Notes
®
~. TERMINAL QUESTIONS

1. Describe the size, shape. and structure of Indus potleries, Are the designs in
Lthe pots similar or diversilied?

[

Wrile aboul the animal forms of Indus potlery.

3. Explain the colour and treatment of the subject in Indus pottery. What are the
subjects that the Indus artisl painted?

4. Which period do the polleries belong 10?7 Mention the dates. Whal is the
purpose for which polleries were used in the Indus civilizalion?

A
0

How were the animal forms filted according (o the different shapes of jars?
Give an example.

&

Write in briefly aboul the serving pol with a liger molif.

7. Wrile aboul the balance and proportion of geomelric patlerns in Indus
painling.

8. When were the earliest painted pollery wilh geometric pallerns found?
9. Which colour is used Lo paint the designs of the jar?

10. When was the earliest pollery found?

‘ﬂ" ANSWERS TO INTEXT QUESTIONS

21

1. (i) Redand Buff.

2. (iv) All of these

2.2

1. Fish scale patlerns were the most popular geomelric designs used in Indus
pollery. These palterns are varianis of circles whichis supposed (o be the most
important shape used by Indus artisL.

Painting m
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Indian Painting and 2. The geomelric serving pol with the fish patiern mentioned in the text is
Sculpture beautifully painted wilh spontaneous triangular lines forming a lovely paltern
inside the fish’s body. The upper section of the pot is also decorated with

triangular blacklines.

3. Circle, square and triangle.

1. Elongated storage jar with peacock motil and round pot with leaves and birds.
2. Birds beautifully adjusted in between simple delightful floral forms.

3. Elongated storage jar wilh painted peacock motif having uniformly flowing
black lines. Peacock seems Lo be in action.

GLOSSARY

Symbol Sign or representation of an idea in graphic form

Glare Shine or polish

Moulded Making of an object by changing the form of the basic
malerial

Wheel turned Pottery made on pollers wheel

Vessel Container

Band Circular lines used as design

Marvellous Something very beautiful

Polychrome Lot of colours used together

20 Painting




AJANTA AND POST AJANTA
PAINTING

Inthe previous lesson, we learnt about painting of Indus Valley Civilisation. Inthis
lesson, we will learn about the Ajanta and post Ajanta painting. The Gupta rule in
northern India carried forward the tradition of sculpture and painting {urther. It has
produced numerous new movements and a distinct style of paintings and sculptures.
Qualities of softness, smoothness of sculpture, and slender body are the same of
the remarkable outcomes. Chandra Gupta-1 married Kumaradevi, a Princess of the
Lichhavi tribe and ascended the throne about 320 A.D. The Gupla power was
sustained by his son and successor Samudra Gupta (335-375) and Chandra Gupta-
I (375-415). known by the litle of Vikramaditya. Most of the Ajanta paintings
were done in the Gupla and Vakataka period.

The Ajanta paintings completely cover the walls, pillars and ceiling of the caves.
They constitute a great gallery of Buddhist art illustrating scenes from the life of
Lord Buddha and his previous lives comprise the Jatakas, lloral and animal motifs,
and stories. The Jatakas represented here are the Chhaddanata Jataka, Hasli
Jataka, Vessantara Jataka, Mahakapi Jataka II, Matiposaka Jataka and Sama
Jataka etc.

Similarly, works belong to the Buddhist art and architecture in India at Bagh Caves
ol Madhya Pradesh located 50 km west of Mandu, on a perpendicular rockface
ofahill.

The most famous paintings are found in the Ajanta caves. Ajanta caves are situated
over the winding bed of the Waghora River, a small (ributary of the Tapti river, sixty
miles northeast of Aurangabad district in Maharashtra state. The caves are named
alter the nearby village Ajintha. Ajanta Caves extends a rocky hill some 260 feel
high and cut out of its sides along a stretch of 540 yards. There are thirty caves,
including an unfinished one. Caves 9, 10, 19, 26 and 29 are Chaitya halls

Painting
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{worshipping places). Others were used as Viharas (Monastries) where the monks
lived. Ajanta caves were discovered in 1819 by some of the officers of the Madras
regiment. One of them is Major John Smith. The first report on the Ajanta caves
wis sent o the Royal Asiatic Sociely by Lt JeE. Alexandra in 1824,

@ OBJECTIVES

After studying the lesson. the learner will be able to:

# identily the main historical founder of this era;

# describe the site of Ajanta Caves;

e describe how, when and who discovered the Ajanla Caves;
e explain the method of making the surface [or painling;

e explain, the colours used in Ajanta Painlings:

# stale the subject and names of Jataka Kathas; and

e write about the method of composilion used in Ajanla caves painting.

3.1 BODHISATTVA AVALOKITESVARA

First, we need to know aboul the popular painting Bodhisattva Avalokilesvara.

Basic Information

This is one ol the most famous and popular painlings from Ajanta. The painling
portrays Bodhisattva, Avalokilesvara Bodhisativais a Bodhisativa of compassion
who refuge to Nibbana lill the enemy gels emanicipaled into the Dhamma. The
Buddha. Dharma and Sangha is considered as Triratna. Hence, the chant is made
as follows:

Buddham Sharanam Gachchami
Dharmam Sharanam Gachchami
Sangham Sharanam Gachchami

Title I Bodhisattva Avalokitesvara
[Padmapani Bodhisattva]

Medium : Fresco on wall, Tempera
Period : Late 5th century A.D.
Cave No. One

Painting
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Fig. 3.1: “Bodhisattva Avalokitesvara™

General Description

Bodhisattva Avalokitesvara painting, is painted on the back wall of the hall incave
no 1. He 1s wearing a beautiful crown with beads on his head. and his long black
hair falls gracefully. Upper part of his body appears nude. In his ear, he is wearing
a golden Kundala and two armlets are shown in his arm. His eyes are half open.
The eyebrows, depending upon the [acial expression are drawn by simple lines.
The [igure is closely related with the styles of Vidarsha sculptures. The paintings
of Ajanta are not full fledged frescos. In fresco painling, painting is done while the
surface layer of plaster is still wet. Bul the mode of paintings al Ajanta is the
tempera, “dry fresco” and the colour and material used are very basic. The five
coloursusually described in the Shilpa Sutra text are found here: Red Ochre (geru),
Yellow Ochre (Pilimitti), black (Kajal), Lapis lazuli (Blue) and White (Lime or
Khadia).

. INTEXT QUESTIONS 3.1

Choose the most appropriate option:
1. Bodhisattva Avalokilesvarabelong to.

iy CaveNo.l i) Cave No. 2
{m) CaveNo. 12 (iv) Cave No. 13
2. Whatislhetitleor subjectof the painting?
(i) Lord Bodhisativa (i) BodhisattvaAvalokilesvara
(i) GodBodhisattva (ivi Noneofthese

Painting
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32 APSARA

Dear learner, now you will learn about the beautiful Ajantacave painling of female
figure found in Ajania cave.

Basic Information

The Ajanta painlers, have crealed many forms of female beauty. These include
women from a royal family, courtesans, dancers, common women and Apsaras or

nymphs.

Fig. 3.2: “APSARA"

Title :  Apsara

Medium :  Fresco on wall. Tempera
Period :  Late 5th century A.D.
Cave No. : Sevenleen

Painting
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General Description H!!?I?‘;;i::ll lﬁggﬁéﬁgg =
The Ajanta paintings are of a different variety, and the text, like Chitrasutra of .

Vishnudharmottara Purana, helps understand some of the technicalities. Shadangais
oneof the later texts that describe qualities of paintings andis equally seen these qualities
inAjanta Paintings. Shadsnga or the six limbs of painting, composed ol Rupabheda
(Variety of form), Pramana (proper proportion), Bhava (depiction of emotion),

Lavanyayojanam (Infusion of grace), Sadrisyam (likeness), and Varnikabhangam | Notes —
(mixing of colours). The painters here mastered the vast complex of human figures,

animal and plant formsin addition to giving free scope lotheirimagination. The masters

ol Ajantahave control over the proportion of individual figures and can group themin
anexcellentcomposition.

Flying Apsara is a masterpiece of the Ajanta artist. Her body colour is dark brown.
Apsarais wearing a decorated turban on her head, pearl necklaces on her neck and
Kundal-type earrings on her ears. She is holding a musical instrument cymbal in
her hand. She is wearing exquisite bangles. Her dreamy eyes are half open.

. INTEXT QUESTIONS 3.

Match the following:

1. Medium (i) Dark brown
2. The skin colour of Apsara (ii) Tempera

3. Apsaraholding (in) Khartal

3.3 DECORATION ON THE CEILING

Dear learner, let us learn the ceilling decoration found in Ajanta cave.

Basic Information

The caves of Ajanta are beautifully decorated with both paintings and sculpture.
The artist gave the same importance to the ceiling of these caves as he has given
to the walls. The ceilings are decorated with different motifs of human figures,
animal, bird forms and floral forms. This ceiling is covered with images of the
Buddha.

Title . Decoration on the Ceiling
Medium :  Fresco on wall, Tempera
Period . Late fifth century A.D
Cave No. : Two
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Fig. 3.3: *Decoration on the Ceiling

General Description

Before they began painting, the artists prepared the cave wall. The first coating on
the wall was of clay mixed with rice husk cattle dunk and gum. The outline drawing
was in dark brown or black and subsequently, colours and lones were added. This
is a beautiful example of a ceiling decoration from cave no 2. The long panels and
borders from the ceiling of caves are painted with swans, birds, Vidyadhara
couples, auspicious conches, loluses and buds, as well as sinuous rhizomes and
stalks, with lotuses in bud form and bloom form and leaves covering large areas
reveal the capacily of the arlist lo creale diverse patterns of greal arlistic value.
This is a beautiful desizgn with the repelition of Buddha images. The panels are
divided into several square segmenis.

. INTEXT QUESTIONS 3.3

Fill in the blanks with appropriate words:

Bo i medium is used in this painting?

2. The long panels and borders from the ceiling ol caves are painled wilh
........................................................ elc. lo create diverse patlerns of greal
artistic value.

26 Painting
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3.4 BAGH CAVE Indian Painting and
Sculpture
In this part we will learn about the painting of Bagh cave.
b/
Basic Information :

The painters of Ajanta, have rendered the details ol festivals and ceremonies of

public life. The general view of these in the paintings conveys the power of keen Notes
observation of the artist. There are many such compositions at Ajanta, which

display the secular life.

Fig. 3.4: Dancing Panel

Title :  Dancing Panel

Medium : Tempera on wall

Period : 5th Cent. CE

Place :  Cave No. 4 Bagh. Madhya Pradesh
General Description

The Bagh caves are siluated 7 km north away from Bagh village in the Kushi Tehsil
of the Dhar district of Madhya Pradesh. There are Viharas and Chailyas caves
belonging to the Buddhist faith settlement. The cave no. 4 is decoraled with
paintings on the wall. The painting of a dance panel in cave no. 4 shows the same
siyle ofﬁjanta paintings, though the Bagh paintings are more mature with perfectly
modelled human figures. The painting depicls the performance of court dancers.
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The beautiful young dancers are scanlily dressed oul and decked with heavy
jewellery. The dancers are moving in a circle and using their rhythmic footsteps 1o
malich the percussion beal of the drums and cymbals. The colourful costumes of
the Nower motifs enhance the beauty of these dancers. The painters of Bagh take
a lot ol interest in hair styling. It can be compared with the dancers of Mahajanaka
Jataka in cave no. | of Ajanta. There are seven dancers in the lefl side of the
composilion. The lady in the centre of the group is dressed in a special porgeous
attire. One of the ladies is playing a drum which is dangling from her neck covering
hernaked body. The artist has captured the moment of her fingers on the drum with
immense skill. There are few ligures that have costumes showing their different
regions. It would nol be wrong to apprehend that royal courts were graced by all
kinds of dancers from various regions.

Bagh paintings are just a feeble glimpse of Lhe rich tradilion of Indian mural
paintings. Unfortunately, only five of the nine caves do not survive with these
classical paintings.

. INTEXT QUESTIONS 34

1. Which is the technique used in the painting?
2. In which state are the Bagh caves situated?

3. Give the lotal number of caves al Bagh.

iy,
il Acriviry

Wrile the number of the caves (any five) and the painting found. Also wrile the
subject ol the painting in one line.

Cave No. Painting Suhject

Painting
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Ajanta Cave Bagh Cave Notes
Famous Pamling Famous Painting
| | | Duncing Pancl
Padmapani Apsan Ceiling Decoration
Cave-1 Cave-17 Cave-2
ﬂ
The learner

e use a variely of styles and floor forms [0 creale any Kind of wall and
decoration.

# describe the background of Ajanla and Post Ajanta Art with historical
perspective.

®
g TERMINAL QUESTIONS

1. Why is Gupla period considered as an important period in the history of art?

b

In which period were Ajania painlings done?

|55
1 ]

Who was known by the title Vikramaditya and why?
What were the phases wilnessed by the Gupta period?

w4

Where are Ajanta caves situated? When and by whom were Ajanta caves
discovered?

What does Ajanta conslitute, and whal does Jatakas represent?
Which colours are used in Shilpa Sutra’s text?

How was the wall of Ajanta prepared?

© 0 N o

What is the skin colour of Apsara?
10. What is the Apsara holding in her hands?
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30

Ajanta and Post Ajanta Painting

ANSWERS TO INTEXT QUESTIONS

1. {i) Caveno |

2. (ii) Bodhisativa Avalokilesvara

32

1. Tempera
2. dark brown.
3. Khartal

33
1. Tempera.
2. swan, birds, lotus

34

. Tempera
Madhya Pradesh
Nine

W -

GLOSSARY
Transformation
Pulsation
Aptly
Ascended
Vakataka
Winding
Tributary
Chaitya
Vihara
Truimph
Symbols
Gallery

Jatakas

a complele change

expands and conlracls with strong regular movements
appropriate, suitable for occasion

rising in power or status

a dynasty that ruled almosl same lime of the Guplas
a lot of bends and turns

some paying

place where Buddhist monks pray

place where monks live

greal success

patterns, moltifs

a space Lo display artwork

stories of Buddha's previous birth in different forms like
animal, birds and plants etc.

Painting




Ajanta and Post Ajanta Painting

Specimens
Companion
Tempera
Kundal
Expression
Subsequently
Apsara
Instruments
Auspicious
Conches

Rhizomes

Stalks
Reveal
Enshrining
Veslige
Mudra
Mahayana

Hinayana

Painting

sample of something

a person who is with another person

painting with pigment mixed with egg or other binders
a big bangle type Baring

the look on your [ace that shows how you feel
coming aflter something

celeslial dancing girl

a thing that you use for playing music

Sacred

Shell of a fish used in rituals

horizontal underground plant stem producing both rools
and shoots

the stem of a plant or support of a leaf. flower or fruit
show some Lhing that was hidden

Tradition, idea in a form that ensures it will be respected
last remaining trace of something

Symbaolic hand gesture

A seclof Buddhismin whichimage is made and worshipped

A sect of Buddhism considered to be the path of elders in
which image worship is a tabu
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SCULPTURE OF INDUS VALLEY
CIVILIZATION

Drear learner, I think you musl have seen various statuses of India. Do you know
aboul sculpture? Lel us learn aboul sculpture in India. Sculpture in India has a
hoary history. The earliest traces of civilization have been found in the Indus Valley.
Surprisingly, they indicale the presence ol a very sophisticaled urban civilization.
General Cunningham and Rakhal Das Bannerjee firstconducted excavations in the
ancienl cities of Harappa and Mohenjodaro, both now in Pakislan. More centres
of this civilization came lo light in later excavations in Gujarat. Rajasthan. Uttar
Pradesh and Punjab. Since the area of the Indus Valley Civilizalion was so large,
excavalions have yielded a large number of sculplures.

Based on their medium, sculptures could be divided into three categories: 1. melal
sculptures, 2. stone sculptures, 3. lerracolla sculptures. Indus Valley Civilization
stone sculplures are comparatively few in number. Eleven were excavated al
Mohenjodaro and two at Harappa. They are made of alabaster. steatile, limeslone,
sandstone, and greystone. The terracotta sculptures include human and animal
figurines and loys. The melal sculpiures of the Indus Valley Civilization are arlislic
and have been made using sophisticated lechnigues. Apart from the figurines, the
excavations also yielded seals, coins, jewellery and loys which opened a window
into the environs and everyday life of the inhabitants.

@ OBJECTIVES

After learning the lesson, the learner will be able to:

® learn about the Indus Valley civilization;

® Stale the name who explored this civilization;

Painting
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e identify where the traces of this civilizalion have been found; bndlinis Pt und
e describe the sculptures in different mediums; Sculpture
e explain about the medium, form and size of the artifacts described in this
lesson.
4.1 PRIEST BUST
Notes L=

Dear learner, first you will understand a well known artifact, Priest Busl.

Basic Information

This steatite busl of the priest king is the most well-known artifact from the Indus
Valley Civilization. It presents several clues about contemporary culture and life

Fig. 4.1: Priest Bust
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style. The jewels on his forehead arm and the cloak draped over the left shoulder
hint at the wearer’s high socio-economic status. His trimmed beard and neatly
combed hair indicale a certain sense of fashion. The trefoil molifs on the shawl -
it is nol clear whether they are printed, embroidered or woven - show that people
had begun to adorn textiles.

Thedetail and nealness of the sculpture bear testimony to the high level of technical
and crafl skills in the Indus Valley Civilization.

Title : Priest Bust

Medium . Steatile

Size : 1425x 11 CM.

Findlocation :  Mohenjodaro

Collection :  Karachi National Museum, Pakistan
General Description

Scuptures found at Mohenjodaro have mostly been excavaled al the upper layers
al the garhi-wala-tita site and so, are from the later phase of the civilizalion. This
particular sculpture, found at the last layer. is a superb example of the Indus Valley
sculplor’s mastery of his crall. The hair of the subject is parted in Lhe cenler
exposing the ears, and reaches the nape, where il is caught by a ribbon. His neat
hair, trimmed beard, hall-closed eyes and the trefoil-adorned shaw! sel it apart
from the rest of Indus Valley Sculptures. Because of its religious significance, the
artist possibly executed this in the traditional siyle. The sculpture perhaps had
some sorl of coaling which got cleaned away during the excavation and sorting.
The shaven upper lip, the straight eyebrows and narrowed eyes give his demeanour
a remole look. The thick neck, the squared shoulder and the slanting skull hint at
restrained physical strength. The jewelled band at his forehead and a similar
armband indicate thal the subjecl musl have belonged to the noble class. The
adorned shawl draped across the lefl shoulder has a trefoil motif similar to the one
seen on draperies on icons in Egypl, Crete and Mesopotamia. Babylonian priesis
wore clothes adorned with the same molif. Since steatile is very sofl and the
sculplor possibly carved the bust with a sharp stone or bone, or a lool may be made
of bronze or copper.

. INTEXT QUESTIONS 4.1

1. Whalt is the Priest Bust made of?
2. Where was the Priest Bust found?
3. What is the Priest wearing on his arm?

Painting




sty o e Ve it 1

The Dancing Girl is one of the famous statue ol the Harappan age. Let us know
about the artwork.

Basic Information

Metal craft was highly developed in the Indus Valley Civilization, borne by the
astonishing ligurines excavated from Mohanjodaro. The figurine of the so-called
‘Dancing Girl” is perhaps the crowning glory of the metalwork of the Harappan
age. The artist was perhaps (rying to render a realistic ligure of the subject. The
svelle torso, the plump lips, the {lat nose, well-fed cheeks. and bunched curly hair
all indicate a woman of distinctly tribal origin. The artist captured fenmnine grace
and beauty in her uncovered breasts, waist and thighs. Two heavy bangles on her
rightarm seem dramatically limited compared to the left, which has bangles almost
up to the shoulder. Around the neck of the dancing girl is a necklace with four
elongated pendants. Her dynamic posture suggests she has taken a short break

Fig.4.2: Dancing Girl
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during a dancing session and is perhaps thinking aboul her next performance.
Though small in size, its plasticily and sensuousness is impressive. The sculplure
has been made using the losl wax process.

Title :  Dancing Girl

Medium :  Bronze

Period ;2500 B.C.

Place of origin : Mohenjodaro

Size : 102x5x25cm

Collection : Natiopal Museum. New Delhi
General Description

This liny bronze ligurine is now universally known as the “Indus Dancing Girl™. A
masterpiece in ils own righl, this dynamic figurine exudes feminine poise and
erace. The right hand is on her hip and the lefl knee is thrust forward, the head is
slightly tilted backwards. Her curly hair is arranged in a bun at the nape and is
adorned with jewellery. The eyes are large and lost in thought. The ligurine was
casl using the lost wax process. A wax figurine was made and covered with several
coatings of clay mixed with cowdung. Once the coatings dried, the block would
be healed so il turned hollow. Melted metal is then poured into the block and
allowed to cool. The cooled metal took the shape of Lthe ligurine. The [igurine was
received by breaking the clay block.

. INTEXT QUESTIONS 4.2

. Where is the ligurine exhibited?
2. What is the medium of the Dancing Girl?

3. Name the lechnigue used for casling Lhe dancing girl.

™
!l ACTIVITY

Visitl your nearer Museum or Gallery Lo collect some photographs of stone
sculptlures and terracoita sculptures. Now make a collage to maintain the colour
balance, rhythm and harmony.
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4.3 MOTHER GODDESS

Do you know that Mother Goddess, a beautiful feminine figure found in Indus art?
Let us appreciale the statue.

Basic Information

The lact that mother goddess ligures have been excavated Irom several siles and
feminine figures are also depicled on many of the Indus seals suggests that Mother
Goddess worship was a widespread practice among the people of the Indus Valley
Civilization. The similarity of adornmenl style indicates the [igures were made [or
use in religious rituals. Certainly, the people of the Indus Valley Civilization

Fig. 4.3: Mother Goddess
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popularized a cult of Goddess worship which has continued to this day with the
worship of Gramdevis, Shakti Devi, Bhudevi. Mother Goddess worship was also
prevalent in other ancient civilizations. including the Mesopotamian civilization.
The cult possibly hadits origins in the cultivators® veneration of the bountiful Earth
Goddess for providing succour. Archaeologists believe these Indus Valley terracoltas

to be volive idols of the Mother Goddess. This particular sculpture is one of the
figurines excavated at Harappa.

Title :  Mother Goddess

Medium :  Terracotta

Period : 2500B.C.

Placeoforigin :  Mohenjodaro Size - 8.5 x3.4cm
Collection :  National Museum, New Delhi
General Description

This figurine showcases the high level of maturity of the Indus Valley Civilization artisan.
The eyesof'the almost nude figure have been formed with two pelletsof clay. The nose
ispinched. A waistband holds a skirt which covers the lower part of the body. The ligure
is ornamented with heavy necklaces, pendants and armbands. The lower part of this
standing figure is broken. The left arm is broken as well. Her [an-shaped turban is
flanked by two bowls. Sool marks on the bowls suggest that they were used as lamps
orincense burners and the ligurine was votive in nature. Thisisa fine example of the
Indus Valley Civilizationsculpture.

The figurine has been made by hand. The eyes and breasts are indicated using pellets
of clay. The nose has been shaped by pinching a tiny roll of clay with fingers. The
jewellery was stuck onthe figure. The legs have no delailing. Once the clay ligure was
finished and dried, it was baked in the kiln. The baking gave il a red colouring. This
method of making figurines is known as terracolta. Terracotta products were somelimes
aivena polish too.

. INTEXT QUESTIONS 43

Fillintheblanks:
1. Themediumused formaking the Mother Goddess figurineis..................
2. The place of origin of the Mother Goddess figurineis................

Painting
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Terracolta Steatite Bronze (Medium)
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’
The learner

¢ Can make whalever drawing on the clay patiern on their own.
e painl lhe model with locally available colours.

EI TERMINAL QUESTIONS

Describe the technigue and method used for Indus Valley Civilization sculptures.
Explain the theme of Indus Valley Civilization sculptures.

Describe the Priesl BusL

Describe the Dancing Girl bronze.

What was the significance of the Mother Goddess ligurines?

What were the Mother Goddess figurines used for?

Which other civilizations had similar Mother Goddess ligurines?

sl S S

How is the jewellery on the dancing girl’s lefl arm differenl from thatl on her
right arm?

9. Wrile in your own words aboul the statue of the Dancing Girl.

‘a" ANSWERS TO INTEXT QUESTIONS

4.1

1. The priest-king bust is made ol slealite.
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2. It was found at Mohenjodaro al the Garhi-wala-lila sile.

3. The priest is wearing an armband on his arm.

4.2
1. Itis collected al the National Museum. New Delhi.

2. Itis made of bronze.

3. It was cast using the lost wax process of metal casting.

4.3
1. terracolia.
2. Mohenjodaro site

GLOSSARY

Terracolta Baked clay for making poltery and toys
Bust The part of the human body above the waist
Votive holy

Lost wax a lechnique of metal casting
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MAURYAN AND
POST MAURYAN ART

In the previous lesson, we learnt about sculpture of the Indus Valley civilization. In
this lesson, we will learn Mauryan and post-Mauryan arl. The Mauryan period is
marked by the dramatic development of the arts. Emperor Ashoka, the grandson
of the great Chandragupta Maurya, was a generous patron of the arts. The Mauryan
capital Palliputra emerged as the centre of power and patronage of the Arts,
especially architecture and sculpture. Notable examples of the architecture and
sculpture of this period are the pillars, stupas and cave temples. The human,
animal, bird and botanical [orms are remarkably expressive and beautiful. In these
sculptures anatomy has received detailed attention, and depiction is realistic,
showing markedlyevident rulesofralio and balance. The sculptures are characterized
by their highly polished glossy surfaces.

@ OBJECTIVES

Alterlearning the lesson, the learner will be able Lo

® describethe development of Mauryan sculpiure;

e explainthe themeand technique of Mauryan sculpture;

e explainthe [ormat, theme and technique of Kushan sculpture:
e explain the format and lechmique of Andhra sculpture;

e wrilelheoriginandevaluation of Post Mauryan Gandhar art;

# differentiate the similarities and differences between Gandhar, Mathura, and
AndhraArt.
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Introduction of Mauryan and Post MauryanArt

The Mauryan Mother Goddess figurinesin stone and terracotta have well-defined
forms and detailed ornamentation. These technically sophisticated artefacts are the
defining sculptures of this period. The most importantand impressive sculptures of this
period are the pillars of Ashoka with edicts of the great Emperorengraved on them.
These pillars beartestimony to the gradual developmentof the artists” original creativity
andtechnique. Thedynamic and very lifelike animal figurescarved on the capilals testify
tothe highlevel of stone crafl. With the decline of the Mauryan dynasty the empire was
disintegrated and various other dynasties became powerful in various parts of the
country. Sungas, Kanvas and Kushanas ruled north, whereas Satavahans ruled in
Maharashira, Andhra, Telangana and Karnataka. Sculptural activity continued all over
India. Sculptures belonging to Buddhism. Jainism and Brahmanical Hindu religions were
produced. The mostnotable sculptures are of the Buddhisl [aith in the early historical
period. Kanishka(second century CE/AD), the grealest of the Kushanadynasty rulers,
was another patron of sculpture and architecture. Kushan’sempire stretched [rom Oxus
inmodern day Alghanislan to Varanasi and from Kashmir to the coastof Gujarat and
also Malwa. During his time Gandharaart, a creative synthesis of Indian and Greek
influences, took root in the Gandhar region (between Pakistan and Afghanistan).
Its theme was Buddhism. Sculptural production can be divided into two distinct
stylistic groups, one merged in the Gandhar area and the other in the Gangetic valley
which was also a continuity of tradition. The Gandhar school produced a number
of images of Buddha, Bodhisattva, narratives from the life of Buddha and the
Jatakas. The style of Gandhara art was a combination of Greek and Roman
traditions.

In the Gangetic valley important centre of art production was Mathura. The
Mathura sculptors of this region left behind a veritable treasure trove of Hindu, Jain
and Buddhist sculptures. They picked skills from the sculptors of Sanchi and
Bharhut and further refined them. The various Yakshis, Shalabhanjikas, Apsaras
and other female figures carved in high relief on the pillars and gateways of both
Buddhist and Jains monuments show that they took the special interest in sculpting
dynamic, scantily clad, voluptuous, {ine-featured female figures in association with
flora and fauna. Sculptures of Vishnu, Surya, Kuber, the Nagas, the Yakshas and
Kings were also produced in Mathura workshops. Of the Mathura productions,
portraits of Kushana kings are of special interest. The sculptural art of this period
marked unique stylistic characleristics.

Amaravati is located near Guntur in Andhra Pradesh. It has a great Buddhist Stupa
adorned withsculptures. Itlsmatured phase of aclivity, mainly belonging to the second
century CEis noteworthy forits sculptural development. It shows very different sty listic
featuresinthe tradition of Indian sculptures; figures are elongated, have considerable
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body curves, and have cylindrical volume and crowded H'“‘}‘{?&'ﬁ I‘:‘fﬁﬁz‘lgsg of

. i . < i aimnting
composition. The sculpture representing the adoration of the bowl of the Buddha Sculpture
iscarvedin round medallion relief.

Ajantacaveshave paintings belonging lo Lhree phases. The early paintings are found in
Ajantacaveno.9and 10. The Buddhaimagesonthe pillarsof cave 10and 9 belong to
mid-third century CE whereas the later phase of Ajanta paintings belong Lo fifth century

CE and are found in many caves suchascave 1,2, 16, 17 etc. Notes

5.1 CHANWARDHARINI YAKSHI (YAKSHI WITH THE
FLYWHISK)

First, you need tounderstand the sculptures found in the Mauryan period.

Basic Information

The earlier tradition of yaksha (earth spirit) worship was continued by Brahmin, Jain
and Buddhist traditions. Worshipped as symbols of prosperity and power in
every village. the yakshas were also associated with longevity, immortality and
good health. Large statues of these earth spirits were placed inanopen area. During
the Mauryaperiod, the Yaksha sculptures were carved on all sides, but there s little
ornoomamentation except at the front.

Fig. 5.1: Chanwardharini Yakshi

Painting 43




MODULE - 1

Historical Appreciation of
Indian Puinting and
Seulpture

Notes

. Maouryan and Post Manryan Art

Characterized by their stoul anatomy, the large Mauryan Yakshi sculptures are in
a class of their own. The *Chanwardharini Yakshi’ is undoubtedly one of the best
specimen of the Mauryan yaksha sculptures. This highly polished red sandstone
sculplure is a masterpiece of the art of stone carving. The volupiuous body
conforming to Lraditional standards of beauty, the ornamentation, the drape of her
clothes, the mix of strength and elegance, all point to the painstaking attention lo
detail by the arlisans. Its polishis considered a unique world-wide, it gives a glossy
metallic finish to sandstone.

Title : Chanwardharini'Yakshi( Also knownasDidarganj Chauri
Bearer or Didarganj Yakshi)

Medium T Sandstone

Period - Maurya Period (3rd century BCE)

Size : 162.2 cm.

Found al : Didarganj (Patna)

Sculptor : Unknown

Colleclion : Palna Museum, Bihar

General Description

Considered the most remarkable piece of Mauryan art, this lifesize sculpiure
stands 162.2 cm tall. Carved oul of a single piece of sandstone, the Chanwardharini
Yakshi displays strong in its formal body structure with a proportionate body and
an expressive face. Her heavy breasts, broad hips, narrow waist and the muscular
[olds on the lower abdomen are delinealed melicularly displaying center over
handling of the medium and naturalism. Her hair is neatly arranged in a bun at the
nape. Her jewellery includes a headband, heavy ear-rings, a choker and a long
necklace, bangles, an exquisite five-strand girdle and thick anklels. Obviously an
attendant of a royal personage, she is holding a Chanwar (Fly whisk or Chauri)
inher right hand, and her left armis missing. The mekhala (skirt) isdraped elegantly
with folds and pleals. The sheer shawl covering the upper part of the body goes
over Lhe left shoulder and flows Lo her leel. As a matter of lechnigue a craftsman
first carved the rough figure with a chisel. Then it was given the final shape with
a smaller chisel. The surface was then polished with a stone and a high gloss.

. INTEXT QUESTIONS 5.1

Match the following:

I. Chanwardharini Yakshi (i) Folds and pleats
2. Mekhala (ii) Head band

3. Jewellery (iii) Stand stone

Painting
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5.2 YAKSHI WITH A CAGE

Now, letus leamn about the female figure Yakshi withcage.

Basic Information

There are many female figures found in early art. They are other designated as
Yakshi ligures. Mathura sculptors of the Kushana period have depicled the Yakshi
figures uninhibited sensuousness of the female form very earthy representation.
The yakshis are everywhere on the railing pillars of Buddhist stupas, on panels, as
independent sculptures and also as part of a strong scene. These sculptures show
the yakshis, the titular deities of erotica and fertility, in a happy playful mood. They
are mostly depicted standings on railing pillars, standing on the back of a yaksha
figure, dancing, and playing musical instruments. Their well-endowed bodies have
justclothsand having ornaments. Showing the female form to maximum advantage,
Yakshis are often shown in the Tribhanga posture with the lilted head. a leg thrust
forward and the torso slightly tilted to one side. Carved on pillars, these ligures
include the curds seller and a woman in distinctly Persian robes holding a lamp.
Expressing contemporary mores, a Yakshi at toilette is seen accompanied by a
handmaiden holding a casket.

Fig. 5.2: Yakshi with Cage
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Title : Yakshi with Cage

Medium : Red sandstone

Period : 2nd century C. E.

Place of origin Mathura

Collection : National Museum, New Delhi
General Description

The Yakshi are generally described as protecling female deilies and are [ound in
the early hisltoric period. These mosily sensuous forms are the most lively
sculptures of the Kushan period. Her voluptuous body and heavily ornamented
figure and light volume are important aesthelic characteristics of this period.
Standing in the Tribhanga posture, the sensuous “Yakshi with Cage’ isaremarkable
sculpture from the Kushan period. Heavily bejewelled, clad only in 2 Mekhala
(skirt), holding a cage. looking al the parrol perched on her left shoulder, she
stands alop the figure of Lthe dwarf ligure. There is a suggestive smile on her lace.
Stone is dressed first, and then the figure is drawn on stone. The area outside the
outline is then chiselled away, leaving the figure in bold relief. The figure is then
carved indetail witha fine chisel. Finally, the figure is polished with stone, The early
centuries of the Christian era produced a number of images in the Gangelic and
Gandhara areas as well as in central and southern India.

. INTEXT QUESTIONS 5.2

Fill in the blanks:
1. Medium used for the *Yakshi with Cage’ sculpture is ....................

2. Theareacutsidetheoutlineisthen.................... away, leavingthe....................
in the bold relief.

5.3 STANDING BUDDHA

Now, you will learn about the Gandhara style.

Basic Information

Before the Gandhar art came inlo existence, the Jataka tales about the pasl stories
of the Buddha were engraved on slone, and Buddha was never depicled in the
human form. Instead. motifs like the elephant, the bull. the horse. the stupa. and
the Chhatra (umbrella) symbolized his presence. Bul, by the Kushan period, the
Buddha in human form was a favourile theme of sculptors. Both the Gandhara and
Mathura schools of Buddhist arl produced Buddha statlues in large numbers. The
figures depicled in the tlwo styles were very different from each other. The Buddha
figures produced on the available pictorial conventions of Yaksha images. The
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The Gandhar Buddha, on the other hand, had an element of the Greco-Roman pictorial Hm:;;;gzi #;gﬁ:a;?; =
conventions. The Prathian and Acamenian traditions are mixed with the local tradition, 5cu1plumn
whichisknown as Gandhar traditions. Imagesof Buddha and Budhisattva are produced
in Gandhara and Gangelic areas. The Avalokiteswara holding a lotus, Manjushree
holding a book, and Maitreya holding a pitcher are so bejewelled that they look
like royal personages. Some Buddha ligures also sport facial hair. The heavy
ornamentation of the Gandhar Bodhisatvas makes them look more like royal figures
and less like ascetics. To convey their spiritual elevation, they have been shown with
halos around their heads. The halo is a significant contribution o the Gandhara
school. The sculptures are distinguishable by fine carving. heavy ornamentation,
symbolsand fine delailing of creases in robes.

Fig.5.3: Standing Buddha

Ajantacaves have painlings belonging Lo three phases. The early paintings are found
in Ajanta caves no. 9 and 10. The Buddha images on the pillars of caves 10 and 9
belong to mid-third century CE whereasthe later phase of A janta paintings belong to
fifth century CE and are found in many caves suchascave 1.2, 16, 17elc.
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Standing Buddha
Medium d Gray sandstone
Period : Gandhar (2nd Century)
Size : 250cm.
Collection : MihoMuseum. Japan

General Description

This standing figure of Buddha has a detailed halo, Greek style curly hair with a
topknot. He is depicted wearing a robe covering {rom the neck to the feet. of
special noteis the realistic depiction of the physicality and the sharp folds of the robe.
The long ears, the nimbus behind his head, and the benevolence in the facial
expression imbue il with spiritual connotations. The missing right hand was
maost probably raised in the abhayamudra. The left arm is slightly bent and the
hand holds the garment. The fold of the garment is so prominent that il bears
considerable heaviness. The sculpture is carved with a lot of precision. The image
is standing on the pedestal. Stone is properly dressed to carve the figure and then
eradually chiselled to make the image.

. INTEXT QUESTIONS 5.3

1. Which period does the Standing Buddha belong?

2. How was Buddha represented before he came to be depicted in human form?

@— WHAT YOU HAVE LEARNT

Magrvan and Post Maoryan

High Polished Art
i E |
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Dhdargand Mathuora Cranidharn
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o

The learner can

sculplures.

o

e apply the colour on their own artifacts, after observing the Mauryan

e polishwithastone and then finally polish for high gloss on their art objects.

=

E TERMINAL QUESTIONS

1. Describe the theme of Mauryan and posl-Mauryan sculpture.

. How did the theme of Mauryan arl differ from Kushan and Gandhara art?

2
3. How did Gandhara sculpture differ from Kushana sculpture?
4

. Describe the Chanwardharini Yakshi.

5. In Gandhara art the style was Greco-Roman with the Indian tradition,

Elaborate.

. Describe in brief the “Yakshi with Cage’ sculpture made.

. Describe the Sianding Buddha from the aesthetic poinl of view.

6
7. Where is the “Yakshi with Cage’ collected?
8
9

. Elaborate on the characleristics of Gandhara art.

10. Describe the two hands of the Standing Buddha.

5.1
1. Chanwardharini
2. Mekhla

3. Jewellary

i
()

l. Red Sandsione.
2. Chisselled, ficure
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Sandstone
Fold and Pleals
Head band

MODULE - 1

Historical Appreciation of

Indizn Painting and
Sculpture

Notes




MODULE -

Historical Appreciation of | _
Indian Painting and 5.3
Seulpture

1. The standing Buddha was made in the Gandhara region in the 2nd Century.

2. Earlier Buddha was never depicled in the human form, he was represenled by
molifs like the elephanl. the bull. the horse, the sfupa and the chafra (umbrella).

GLOSSARY

Stupa Buddhist memorial
Stout Strong

Voluptuous Find of pleasure of life
Mekhala Skirt

50 Painting
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MEDIEVAL PERIOD
PAINTING

In the previous lesson, we learnt Mauryan and Post Mauryan art. In this lesson, we
will learn aboul the painting of the Medieval Period. Following the decline of the
Gupta dynasty and other powerful rulers in India, art productivity was stagnent
duringthe I 1thand 12thcentury AD. Nonetheless, this politically enriched Indian art
with the treasure of illustrated manuscripts. These manuscripts belonged todifferent
religious secls like Jainism, Buddhism and Hinduism. Buddhism and Jainism
particularly spread to both the western and eastern parts of India. Rulers like the
Palasinthe easl, Rajputsin the west and Cholas and Chalukyasin the south patronized
art and architecture during this period. One of the most important contributions
of medieval art of India are paintings on palm-leal manuscripts include Buddhist
and Jain refigious lexts.

Jain miniature painting was developed and was patronized in Gujarat and Buddhist
manuscripl illumination showed its brilliance in the regions of Bihar and Bengal.
These paintings were done on palm leaves, which served as the surface for
paintings and calligraphy. The painting style followed the tradition of wall
paintings but with the clear signature of local folk art styles. The loose sheets of
palm leaf were bound with thread and enclosed by wooden covers. The inner sides
of these wooden covers were also beautifully painted.

@ OBJECTIVES

After studying the lesson. the learner will be able o:

e explain and background and evolution of miniature paintings;

¢ slale the main [eatures of these paintings;

Painting

H
[




MODULE - 2

Historical Appreciation of
Indian Contemporary and

Mimalure Arl

Notes

Medieval Period Painting

e describe the basic information of Palaminiature painting;

¢ stalethe methods and materials used inminiature painting;

explain the join palm leal manuscript;

identify the lempera technigue.

6.1 PANCHARAKSHA TARA

In this lesson, you will understand the Pala miniature paintings.

Basic Information

The earliestexamples of Pala miniature paintings are from palm leal manuscripts of
the Buddhist text ‘Astasahasrika-prajnaparamita’ dated 10th CE, during the
reign of Mahipala a follower of the Mahayana Buddhist cult. The illustrations in the
textsare actually visual expressions of the cult like Jain paintings. These paintings are
replicasof traditional compositions. All the features are defined by delicate outlines, with
sensual expressions. These paintings were usually commissioned by laymen, monks or
somelimes princes. They were meant asofleringsto gainspiritual merits. The palm leaves
were prepared through along process. They were kept underwater fora month and later
dried, thensmoothened with conch shells and then cutintorectangular shapes. The earlier
brittle leaves were replaced withdurable palm leaves called Shritada. Some space was
leftonthe leaf for paintings after five toseven lines were wriltenonit. The technique of
painting was very complicated. A background colour was laid before the preliminary
drawing. The figures were then filled with colour. Shades and highlights were applied to
achieve modelling. Finally, fineoutlines were drawnin black or red colour.

Fig.6.1: PancharakshaTara

Painting




Colours generally used were yellow, chalk while, indigo, biue, black (from lamp soot),
red fromcinderand green by mixing yellow and blue.

Title : Pancharaksha Tara
Medium I Tempera

Style : Pala

Dale : 1080 CE

General Description

In this painting, the Mahayana Buddhist deity 1s seated in Padmasana pose. One
of her arms is on her thigh and the other is in Abhayamudra. Her slim and
curvaceous body is painted yellow. The red background is used to provide relief
to the figure. The beautiful face with half-closed eyes is adorned with all kinds of
jewellery like ear drops, a crownand anecklace. The eyes and eyebrows are boldly
curved and the nose is sharp. The colours are bright, and the combination of bright
pink and yellow are contrasting yet harmonious. Inall of these colours there is aquality
of luminousdepth, the artist's sensitive appreciation of the resource of the medium. He
undefined the plastic quality of the figure. One looksin vain for the natural form because
ol its highly stylized approach. ILis the colour structure which creates the harmony of
the composition with the help of fluent contour lines.

. INTEXT QUESTIONS 6.1

Match the following:

1. Theperiod of Paladynasty (i) Tempera
2. Themediumused painting (n) Pala
3. Mentionthestyleof painting (m} 8th 13CAD

6.2 JAIN PALM LEAF MINIATURE PAINTING

You have learnt the pala miniature painting; now we will get to know about the Jain
miniature art.

Basic Information

Jain palm leaf manuscript painting flourished in Gujarat, Rajasthan and some other
regions from 10th Century CE Lo 14th Century CE. These paintings are actually
illustrations of Jain sacred texts viz. ‘Kalpasutra’ and others. Some of these
paintings were done on paper al a laler phase. Jain paintings could be easily

Painting
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Miniature Ar the face and bright colours. These pictures are painted on the rectangular space of
the palm leaves. The space is allolted both for painting and calligraphy. The style
of painling is one of pure draughtsmanship.

MNotes

Fig. 6.1: Kalpasutra (Svetambaral

Title :  Kalpasutra (Svetambara)
Medium :  Temperaon palm leaf

Dale - 1509 CE

Size : 8cm x 22cm

General Description

Kalpasutra is the Svetambara Jain accounl comprising a narrative on the lives of
the Jinas, the revered holy men in Jain religion. The script is written in Ardha-
Magadhiprakrit and altributed (1o Bhadrabahu. This painting is one of Lhe panels
[romthe leaves of Kalpasulra. The panel has two segments. The right side segment
shows a deity with an animal head on a human body and carrying a baby. To the
left is a gueen mother on a bed with her newborn baby. The segments of the panel
are the story of the birth of a Tirthankara.
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The painting has all the features of a Jain miniature painting like an angulardrawing § indian Contemporary and

of the figures placed on the background of red colour. Though the faces are in Miniature Art
profile, both eyes are shown. These long eyes are extended beyond the outline of
the face.

Inspiteofits general flatness of colour, the use of adarker tone in the boundary areas

%ives a sens? of w;:rl ume. The rhythmic linear patterns created through lines give the Notes L—
figuresafeeling of movement.

. INTEXT QUESTIONS 6.2

. Whenand where did Jain miniature painting flourish?

2. WhatisKalpasutra? Whois the author of this text?

3. Whatwas the medium used in Jain miniature painting.

3 RAJASTHANI PAINTING

Ragamala paintingis very popular artwork in Rajasthani style. Now we will know about
the Rajasthani painting.

Basic Information

The Region ol Rajasthan and Gujarat hold an important place in the history of
Indian painting. The Rajasthani painting matured during 16th C_E. Early Rajasthani
paintings show a typical style, protruding eyes and the use of contemporary
costumes. The influence of miniature painting changed the style towards the end of
16th C.E. Many centres developed during this time, such as Mewar, Bundi, Kola,
Pratapgarh, Kishangarh, Malwa and others. There are greal varieties of themes
are found in Rajasthani paintings. These are religious, royal, secular and portraiture.
Most popular once among these themes were paintings based on the poems of ‘Geet
Govinda’, wrilten by Jayadeva.

Title : Todi Ragini

Medum Temperaon palm leal
Style : Pratapgarh

Date : 17110 C.E
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Fig. 6.3: Todi Ragini

General Description

Thisisone of the paintings from the Ragamala series. The Ragamala painlings are
depictions of Ragas and Raaginis, which depict various classical musical modes of
India. Todi Ragini is playing a musical instrument. Two deer are attracted by the
music and seem to be mesmerized by the tune.

The compositionis well-balanced. Inspite of the flatness of the background, asense of
depthis achieved and the painter has been successiul increating the blissful natural
atmosphereof a garden. The colours are bright, and the effectis heightened by using
colourful dots, both on the costumes of the lady and the trees. The human and animal
figures are full of movementand expression. The painting stands as aclassic example
of the synthesis of poetry and music.

Ithasapoetic lyricism. The figure isexpressive of mood and sentiment.
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. INTEXT QUESTIONS 6.3 Miniature Art

1. What are the general features of Rajasthani paintings?

2. Name some of the famous schools of Rajasthani painting?

3. H i “lhe Ly ils ! I i i pai
3 ?;:T::;I.:L the title of the poetry and ils author thal inspired Rajasthani painlers Nt L

[

o, .
Ll ACTIVITY

Draw any onestyle ol miniature painting and also write the main leatures of the style.

@" WHAT YOU HAVE LEARNT

Medieval Period
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Medieval Period Painting

& Creale a different type of miniature forms on their own;

The learner can

¢ illusirate calligraphy on various surface.

L ]
2 B || TERMINAL QUESTIONS

1. Explain briefly the background and evolution of the medieval period and
miniature painlings.

2. Wrile a short nole on how palm leaves were prepared and painted.
3. Wrile about the salienl features of Jain palm leal manuscripl painlings.
4. Wrile in detail about Todi Ragini.

. Whatis Ragmala?

5
6. How does Ragini Todi appear in Lthe enlisted painlings?
7. Describe the features of the Jain style.

9

. What does the enlisted picture Kalpasutra show?

‘ﬂ‘ ANSWERS OF INTEXT QUESTIONS

6.1
. 8th C.E to 13th C.E.

2. Tempera

3. Pala

6.2
1. In Gujarat, Rajasthan and some other regions in 10th C.E.

2. A Kalpasutra is a Svelambara Jain account of the lives of the Jinas. Author
was Bhadrabahu.

3. Tempera on palm leaf.

Painting
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. Protruding eyes, use of contemporary costumes. Mintature Ar
2. Mewar, Bundi, Kota, Pratapgarh, Kishangarh, Malwa.

3. Geel Govinda by Jayadeva.

GLOSSARY S
Medieval Period 900 CE to 1400 CE in Indian Hislory

Numinated Manuscripl decorated handwritlen manuscripl

Calligraphy decorative handwriling

Mahayana a sect of Buddhism that believes in image worship

Padmasana a sitting posture with folded knees

Draughismanship technical skill

Synthesis combination of different elemenls

Poetics wrillen in poems (kavya)

Svelambara 4 secl of Jains who wear only while clothes

Painting n




MUGHAL PAINTING

In the previous lesson, we learnt about Medieval art. In this lesson, we will learn
about Mughal painting. The style of paintings which flourished under the Mughal
rulers during the sixteenth and seventeenth centuries is known as Mughal painting.
Humayun, the second Mughal ruler, brought the mimature painting tradition from
Persia and continued for about three centuries in India. The first Mughal emperor
of India was Babur, who was a man of aesthetic sensibilities. It is likely that there
were some painters in hisentourage . However, paintingsol'his time are not available.
The Persian master painters, Mir Sayyid Ali and Abd-al-Samad, joined the courtof
Humayun, the son of Babur when Humayun retired from hisexile in Persia. [t wasonly
under Akbar (1556-1606) that the Mughal art developed adistinct style of its own. It
came into being asaresult of a harmonious synthesis of Indian and Persian elements.
He maintained an atelier in which around 150 painters were employed under the
supervisionof the Persian masters Mir Sayyid Ali and Abd-al-Samad. A larger number
ol manuscripts of Indian and Persian classics and historical chronicles wereillustrated
during hisreign.

Itis aristocratic. secular in nature and themes based on immediately observations.
European pictures and engravings brought to the Mughal courts by the travellers
influenced the Mughal paintings, the increased use of shading and linear perspective
wasobserved. To make a single painting, several artisl, worked logether according
to their expertise in drawing. colouring, landscaping etc. Akbar’s son Jahangir
was himself a great connoisseur of arl and look pride in his critical power of
observation. Numerous poriraits, court scenes and episodes from his own life
and allegoric paintings were executed with masterly skill during hisreign. Jahangir
was an ardent lover of nature. and some remarkable studies of birds, animals, and
flowers are known from his period.

Painting
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Thereignof Shahajahan was associated with great building activity and works of high
technical excellence were produced. Fine paintings ol his period are primarily ol court
scenes andidealised portraits.

Under the last greal Mughal ruler Aurangzeb, patronage of art and archilecture
declined. Due to a lack of patronage at the Mughal court. painters migrated to
Hyderabad, Rajasthan and the Punjab hill slates. Aurangzebs’s successors in the
18th century were addicted to luxury and the art ol painting lost its earlier glory.

@ OBJECTIVES

After studying the lesson, the learner will be able to:

explain the background and evolution of Mughal period miniature paintings;
e slate the name of enlisted Mughal miniature paintings;

e identify the Mughal miniature paintings from others;

e mention the main characleristics of miniature paintings.

e describe the method and materials used. place and style of enlisted miniature
paintings.

e name the artists of the Mughal paintings.
e describe the origin of Mughal Art; and

e appreciate the beauty of colours and composilion.

7.1 BABUR HUNTING RHINOCEROS (AKBARI PERIOD)

Dear learner, you will know the art work found in the Akbari period.

Basic Information

Babur was an educated Timurid, and his observations and commentaries in his
memories reflect hisinterestin nature, society, politics and economics. His vividaccount
of events covered not just his life but the history and geography of the area. Miniature
paintings are small formal paintings which were usually painted by an artist withminute
details especially to be used in books or albums. In the painting, The forward march
of the elephant, the movement of horses and the gestures of soldiers and emperor
adds to the dynamismof the hunting scene.

Painting
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Fig.7.1: Babur hunting Rhinoceros
Title :  Babur Hunting Rhinoceros
Artist :  Unknown
Medium : Walter colour on paper
Period : o 1590-1593C
Style. : Mimature/Persian Style
collection : National Museum, New Delhi

Painting
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General Description

The painting has been taken from the manuscript of Baburnama. The medium of
paintingsis walercolour on paper. [U's amimature painting. This mimature shows the
hunt for the rhinoceros by Babur. In the background of the painting, there are hills with
trees. The figures in Lthe background are smaller than the figures in the foreground to
achieve depth. The light shades of colour in the background and dark shades in
foreground also help to show the perspective. The plants and animals were painted
with rhythmic lines. Subject is rich in variety. The composition is well-packed with
minule details like action, and motion in figures and decorative clothes. The elephant
is decorated with a floral design in delicate lines. The border of the cloth has a dark
shade withrich colours. The elephantis shown running after the rhino. The feeling of
force and expressions of each portrait make this painting a great masterpiece of the
Mughal period. There are human figures in the background and foreground. They are
shown running and trying (o trap the rhino from all sides and the rhino is trying to
escape [rom (rap and running fiercely. This painting brings forththe intensity ol areal
hunt. In Mughal miniatures, the outlines were drawn with a fine brush. The painter
began Lo paint Lthe sky first and next the background. Then the figures were drawn.
Finally, colours were applied. The artist has used natural (earth) and mineral colours

inthispainting.

. INTEXT QUESTIONS 7.1

Choose the most appropriate option:

L. Whatisthe subject ol the miniature painting mentioned above?
(i)  Huntingscene (i) Marketscene
(i) Busyroad (iv) Sunrisescene

2. Whatare the influences on Mughal miniature painting?

(i) Western (i) Persia
i) Modern (v) Ttalian

7.2 PRINCE WITH A FALCON (JAHANGIR PERIOD

You have learnt the style of the Akbari period. Now you will know the style of the
Jahangir period.
Basic Information

This miniature is taken from the Jahangir period and it was painted by Ustad Mansur.
He was afamous painter of Jahangir's ime and also a greal at portraiture. This work
isone of the masterpeices of Ustad Mansur s and alsoamong in Mughal miniatures.
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Fig.7.2: Prince with a Falcon

Title : PrincewithaFalcon

Artist : Ustad Mansur

Medium :  Govache, gold and ink on paper.

Style : Mimature

Collecion :  LosAngeles, Country Museum of Art, USA
Sire :  Height: 14.2cm, Width8.5cm

General Description

Jahangiris known for his love for nature and patronage of miniature painting. Ustad
Mansur, the artist of this painting. is known for the minuteness of his fine brush and
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delicate sense of colours. "Prince withaFalcon' isone of the finestexample of painting
by Ustad Mansur. Flal colours areused in this painting. Rich, bright colours like green,
red, yellow ochre, black etc. are used. He is wearing a glove in one hand and holds a
falcon. The central main figure stands against the flat background and the sky at the
top. Although nohorizon line isdrawn, the clouds and birds imply space inthe painting.
Ustad Mansuris also known for studies of birds. The claws of the falcon are tied with
decoralive sirings and the bird’s contour with linearoutline is wonderful in the painting
and thereis a pleasant expression on both faces. The prince is admiring the falconin his
hand. The profile of the prince is shownin the painting. The artisthas tried lo achieve
three dimensional quality through the colouring, aswecanseethisrendering - wings
of the falcon, spreadin the air.

This painling ismade on paper withopaque colours with a louch of gold and ink. The
pigmentsusedin paintings were obtained fromminerals, ochres and vegelable extracts,
lac dye and insects dyestulf. There were [ive basic colours; white was obtained from
bumtconchshell and chalk, yellow from yellow ochre, red fromred lead, vermillion and

oreen from vegelables.

. INTEXT QUESTIONS 7.2

1. Whatisthe size of the mimature painting ‘Prince wilhaFalcon™?
2  Whatltype of mediumis used in the painting “Prince with aFalcon™?

3 Whoisthe painter of the miniature painting *Prince with a Falcon™?

7.3 A BARBET (HIMALAYAN BLUE THROATED BIRD)

JAHANGIR PERIOD

Learner, now let us learn about the painting ol a Bird done by artist Mansur.

Basic Information

This miniature belongs to the Jahangir period. Jahangir was a great lover of nature.
The maximum number of paintings on birds and animals were done in his period.
"A Barbel’ is a famous painting by Ustad Mansur. Ustad Mansur was a famous
painter of Jahangir’s court. He was also one of the best Mughal portrait artists and
was known forhis wonderful studies of birds. This work is anexample ol amasterpiece
from the Mughal period. The study of nature by the Mughal artist with delicate lines,
detailed stems, leaves, and hills gives a real impact to the paintings.
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Fig.7.3: ABarbet
Tille :  ABarbet
Artist : Ustad Mansur
Medium :  Tempera
Period : Jahangirperiod, 1615
Style : Miniature
Collection : Victoria and Albert Museum, London, UK
General Description

This painting isa line example of bird study. Ustad Mansur specialized in depicling
plants and animals. Barbet (Himalayan blue throated bird) is sitting on a branch of

Painting
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atreeina pleasant gesture. The artist has painted the branches and leaves with delicate
lines and colours. Perspective can be observed through the depiction of smallerleaves
in the background and the bigger in the foreground. The main subject is framed by an
intricately executed border called Hashiya. The inner border is decorated with
calligraphy. Outer border isdecorated with {loral omament. The calligraphy isin Persian
scripl. The bird Barbel has a sharp beak and round vigilanteyes. The bird’s headis bent
towards the branch. The colourof the bird is dark against the light background. Itis
paintedin yellow ochre and alinge of blue in its feathers. The blue colour on the neck
and bright red colouron the head of the Barbet are the centre ol attraction. The colours
inthis miniature arerichand bright. Outlines were drawn witha brush using green colour.
This mimature isdone in tempera on paper. The pigments used in this painting were
obtained from minerals, ochres and vegelable extracts, lacdye and insect dyestufT.
There were five basic colours. Reproductions orcopies of the drawing were made with
the aid of transparent paper, animal’s transparentinner skin or by punching the outline
with holes on the sketche.

. INTEXT QUESTIONS 7.3

Fillin the blanks:

1. The painting “ABarbel’isalineexampleof ....................study.
2. The painter of the miniature painting “A Barbet" i5.........ccccoc....

3. Thecalligraphyisin................. SCHPL

7.4 JAHANGIR HOLDING A PICTURE OF MADONNA

(JAHANGIR PERIOD)

Basic Information

The painting *Jahangir Holding a Picture of Madonna® is anexample of the Mughal
ruler’s inleresl in different religions. IL is a portrait of Jahangir with a picture of
Madonna (Mother Mary). The respect for European culture can also be seen in this
painting. A portrail means a painting or picture in which we can identify the
individual by his face. Abul Hasan was one of the famous and dedicated artist of
Jahangir’s atelier. Learner, you know that it is an allegoric painting. Jahangir is
holding the picture of Mary. His mother’s name was Mariam-Uz-Zamam. In this
contex! portrait of Mary is probably a reference o his mother.
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Title
Artist
Medium
Period
Style
Collection

Fig. 7.4: Jahangir holding a Picture of Madonna

Jahangir holding a Picture of Madonna
AbulHasan

Tempera on paper

Jahangir Period

Mughal miniature

NMNational Museum, New Delhi

Painting
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General Description

A manofimmense visual aleriness, Jahangir gave special importance (o portraiture.
His period will be remembered for the particular and recognizable characteristics of
the work of each of his artists. Abdul Hasan and Bishan Das developed their
expertise as portrait painters during his reign. This small but warmly drawn portrait
ol Jahangir is one ol the best studies of the emperor, and as also one of the best
portraits the world has evercrealed. Jahangir, like his father, was liberal toall religions.
His interest in Christianity is shown by holding the picture of the Virgin Mary. The
emperor’s head is selin animbus with [ine rays radiating from the circle. The portrait
issmall and placed at the centre of the composition, which is unique and different from
Lhe other portraits. The portrail is in profile, and has a prominent nose, a big head,
softcolours and a golden appearance withminule details and delicale line, which s the
main characteristics of the Jahangir school. The speciality of this painting is the
various decoralive borders around the portrail. The border is decorated with floral
designs executed in gold. The inner borders are made differently as they are not
symmetrical from all sides. Two rectangles with dark coloured borders in which
manuscripts are writtenin rich colouron light background. Inthe upperrectangle, we
cansee two blocksin the cornerwith floral designs. Inthis work, thefine colourmixing,
bold execution, rhythm in lines, well- packed composition with minute delails,
well-proportioned round face, and depiction of motion indicate an influence of
European style. This miniature painting was done with lempera (walercolour) on
paper. Earth colours were used on paper oblained from natural sources. The use of
gold lines can be easily observed in the portrait. The brushes used were of various
sizes and shapes. The finest brush used lor drawing a single hair brush made from
animals like Persiancatorsquirrel.

. INTEXT QUESTIONS 7.4

Fillin the blanks:
l. oo, portrait was in the hand of Jahangir?

2. The painter of Jahangir holding a picture * Madona miniature painling is

L

ACTIVITY

You will visit the library and collect some information regarding the Mughal miniature
art. Now, you may express your feelings about the miniature form, colour used in
the painting and theme of the painting in briel.
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— Minphal Printing
e" WHAT YOU HAVE LEARNT
= s .. Babur Hunting _ Water Colours
Akhbari Period Miniature Painting i ; s
® Hook [hstration
[ ] Fm'lrl.iIP:idmg
® Bird Stodies
® Animal Studies
Ciold and Ink on
—= Jahangir Period —Hh'ﬂ}mre—hinmwiﬂ-nl?ﬂm- M
Painting A Barbet . ‘Tempera
Medium
The learner can

K

& use the distinclive Mughal style in any of their objects:

e draw acomposition with human and animal figures in the miniature style.

EI TERMINAL QUESTIONS

1.

Wil g W IR

4

Which type of pigments were used for making miniature paintings?
Which style affected the Mughal miniature? Describe in detail.
Write about the *Babar Hunting Rhino’ miniature painting?

Give a briel description ol the painting ‘Prince wilh a Falcon™?

Describe the litle and artist of any two miniature painlings during Jahangir's
period.

What is Mughal art? Explain its characteristic.
Whalt type of colours were used in the painting “A barbet’?

Where is the; *Barbet’ miniature painling displayed?

Painting
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9. Who was the patron of *Barbel” painling?

10. What is the medium of “Barbel” miniature painting?
11. Wrile the period of the *Barbet” painting.

12. What are the colours used in the ‘Barbet” painling?
13. What was Jahangir known for?

Notes
14. How is deplh suggesied in work “A Barbet™?

‘ﬂ" ANSWERS TO INTEXT QUESTIONS

7.1
1. (i) Hunling scene
2. (i) Persia

T.2
1. 1492 x 9.53 cm.

2. Opaque walercolour, gold and ink on paper.
3. Ustad Mansur

7.3

1. Bird

2. Ustad Mansur
3. Persian

7.4

1. Virgin Mary
2. Abul Hasan
GLOSSARY

Binder The substance thal holds the pigment particles logether in a
painling Linseed oil, egg yolk. acrylic resin emulsion.

Earth Colour Pigments which occur naturally in the ground, such as ochre,
umber and sienna, yellow ochre. Brunt umber and burnt sienna
are calcined earth.
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Form

Outline

Miniature
Tradilion
Porlraiture

Tempera

Manuscript

The individual shapes and volumes, and their relationship, depicted
in a work of art. whether figuralive or absiracl.

Inthe drawing. animaginary line marks the boundary of an object
or figure without taking into consideration light, shade. internal
modelling or colour.

Represented on a small scale,
From generalion Lo generalion.
Study of the likeness of a person.

Any paint in which pigmenl is tempered (mixed) with a waler-
based binding medium, usually egg yolk.

Hand-writien book.

Painting




PAHARI PAINTING

In the previous lesson, we learnt Lhe Mughal painting. In this lesson, we will learn
about Pahari painting. Pahari painting is a term used for miniature painting
tradition that {lourished in the hilly regions of India such as Himachal Pradesh, Jammu
and Tehri-Garhwal. Thisis a lyrical style of painting. It was patronized by the local
Rajas of these regions between circa 1675 to 1823 CE. They were mainly Rajpuls.
In Pahari painting, both religious and secular subjects were painted. Fine paintings
based on religious epics like Mahabharat and Ramayana. Puranas, Gita Govinda
and Rasamanjari were {requently painted in Pahari style. Sanskril and Hindi
classics such as Rasikapriya, Baramasa and Bihari Satsai were other popular lexts
that found representationin Pahari painting.

Secular themes inciuded a depiction of day Lo day life, court scenes, portraits and
love stories of Hira-Ranjha, Sohani-Mahiwal and Sassi-Punno, among others. Paintings
based on musical modes also known as Ragamala seriesare seenin Pahari paintings.
In Pahari paintings, generally bright colours were used in contrast. Depiction of
nature formed an important component of the composition of Pahari painting. There
are several schools of Pahari painting. They are known after the centres of their
origin, suchas Kangra, Basohli, Mankot, Guler, Jammu, Mandi, Chamba, Bilaspur,
Kuluand Garhwal etc. Among the famous patrons of Pahari painting, Kirpal Pal, Sansar
Chand, and Ranjil Dev from Basohli, Kangra and Jammu, respectively had made
asignificant contributionin the development of these styles of paintings. Nainsukh,
Manaku, Kushan Lal, Fattu and Ram Lal, Pundit Seu and Purkhu were some of
the famous Pahari painters. Many great wrilers, poets and philosophers were born
during this period who contributed immensely towards the spreading of Vaishnavism
and eventually to the development of the Art formin the 16thand 17th C.E.in which
spiritual experience was symbolized in relationof lover and beloved.
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@ OBJECTIVES

Alter Studying this lesson, the learner will be able Lo:

® describe in brief the Pahari miniature painting;
describe the characterislic [eatures of the Pahari paintings;
identify the characteristics of Pahari paintings.

differentiate between the paintings according to the physical and thematic
features;

e mention the period of the piece of art.

8.1 UNDER THE KADAMBA TREE, KANGRA STYLE

Dear learner, we will gel to know the Kangrastyle.

Basic Information

The culture of Punjab and the Great Sikh Movement started by Guru Nanak also
inspired Kangra artists. Under the Royal Patronage of Raja Sansar Chand, Kangra
painting reached a great height in beautiful portrayal of human form and nature.
The “GitaGovinda™ of Jayadeva and “Ramayana” of Tulsidas have beenillustrated
in Kangra style. Sansar Chand commissioned many portraits of himself from his
childhood to old age. The Sikh gurus have also been painted by the court artists
of Kangra. Kangra art is a culmination of the spiritual and literary revival of
Hinduism. Kangra paintings disregard perspective but focuson wenderful glowing
colours and delicate line work. Almost all faces are drawn in profile. Kangra
paintings can easily be identified by the delicacy of lines, brilliant colours and
minuteness of decorative detail. Females with gazelle-like eyes. straight noses and
beautifully chiselled faces are speciality of Kangra paintings. The paper used for
making miniature painting were made by special technigue. Thin layers of paper
were joined layer by layer to make one thick paper called Wasli. This paper was
then coated with glue of kikar plant mixed with white clay (Kharia Miltti) and also
somelimes with egg white. A thin coat of the above-mentioned mixture is applied
Lo the paper so that the pores in the paper gel filled, and the paper becomes smooth.
Colours are obtained from natural sources like red from Lahi (an insect) or
beetrool, blue from Jamun or neel, yellow from turmeric, Ramraj (a stone) or
Goguli (stone), Green-lapis Lazuli, boiling leaves, black [rom Kajal, golden colour
from the peel of anar (Pomegranate).

1. Outline was either drawn or traced on Wasli paper.
2. Opaque colour was applied with a brush made with squirrel or horse hair.

Brushes of various thicknesses were used. Process startd with a very thin brush
{oneor two hairstrands}.

Painting




4. Shading wasdoneinstippling method.

5. Goldandsilver thin foils were used for jewellery.

6. Finally, painting was polished with smooth surfaced stone.

Thile
Time
Medium

Collection

Painting

Fig.8.1: Underthe Kadamba Tree

Under the Kadamba tree
1820-30 C.E
Opaque walercolour on paper

Harsh D Dehejia collection
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Pahari Painting

General Description

The central theme of Kangrapainting is love, and itssentiments are expressed ina typical
stylethatis full of rhythm, grace and beauty. Krishnaisshownromancing Radhaunder
the Kadamba tree in deep woods near the bank of Yamuna. Cowherds are shown with
cows, while the Gopis carry potson their heads. Inside the thick foliage of the Kadamba
tree, peacock and other birds are shown. Flying Cranes and other birds makes the
whole paintingdelightful. This painting expresses the Sringara Rasa, where Krishnaand
Radha are shownembracing each other. Onawakening the other like the human soul
awakened by Lhe realizationof God. It also depicts the coming togetherof twoinloone
colours like blue. yellow and red also have been used in this painting along with other
shades of colours.

. INTEXT QUESTIONS 8.1

Choose the appropriate option.

I. Thecentral theme ol Kangraartis..........ccccccue.

(i) Love () Anger
() Fear (iv) Enjoy
2. Whowere the pioneerof Vaishnavarevival?
(1) Tulsidas (i) RamanujaandJaideva
() TulsidasandJaideva (iv) Krishnarajaand Tulsidas
3. Howislovepersonifiedin Kangrapainting?
(i) RamandSila () LakshmiandNarayana
(i) Radhaand Krishna (iv) Hiraand Ranjha

8.2 THE RAINS, KANGRA STYLE

Now, letus learn another painting in Kangrastyle.

Basic Information

The salient feature of Kangra paintings, is the delicate lines with which the various
forms and ligures are rendered. Soft and subtle colours are used. Minute delails
and decorative gualilies are very predominant. The beautiful eyes and chiselled
face are special leatures. Colours are obtained from natural resources. The themes
are mainly from Ramayana and Gita Govinda.
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Fig.8.2: The Rains

General Description

An aristocratic couple has been shown on a palace roof under a rain-filled sky.
The twelve months of the year “Baramasa’ have delighted Hindu poets and
painters. Kesavadas, a greal poet, described the life of people during these seasons.
These have been rendered into lines and colours by Kangra painters. This Painting
was painted during the reign of Raja Sansar Chand; il shows a couple, in the form
of Radha and Krishna. welcoming the rains with joy. The earth is covered with

green grass. Elephants and leopards enjoy cool showers, Kangra painters were
deeply inlove with nature.

Painting
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Pahari Painting

. INTEXT QUESTIONS 8.2

Whal are the great works of lilerature that inspired Kangra paintings?

e

What are Lhe key factorsin the developmentof the Kangra school of painting?

Y

Whalt are the salienl features of Kangra painting?

4.

8.3 KRISHNA ROMANCING RADHA WITH A LOTUS,

Name the sources to obtain colours.

BASOHLI STYLE

Hope you understood Kangra style; let us learn Basohli style.

Basic Information

Specimens of early paintings of the Basohli style can be found in all the hill states
ol Punjab. Basohli paintings are simple works tull of strength and primitive vitality.
The paltern is dominated by lines and colours. Basholi painters worked with
fearless passion imparting energy and power to their works. Artists altained
maximum expression with minimum means. Lush landscapes are special features
of 17th-century Basohli paintings “Love Pavilion™ are frequently seen setin these
landscapes. Raja Kirpal was the ruler, and he developed a fondness for possessing

Fig. 8.3: Krishna Romance Radha with a Lotus
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Pahari Painting

illustrated manuscripts on varieties of subjects. He was aware of the Mughal styles.
Rasamanjari, Bhagwatpurana, and Gita Govinda were illustrated and “Krishna”
had a prominent presence in all these manuscripts. Throughout the 18th century,
Basohli rulers had a special fondness lor ‘Rasamanjari’ and produced some
finestillustrations of romantic text by Bhanudatta. painted by artist Devidas( 1694-95).
The Basholi style remains unique and is one of the finesl artislic expressions in
the miniature painting of the 17th and 18th C_E. wilhits characteristics like ethnic
types. bold colour schemes. wooden architectural motifs, large staring eyes, and
robust figures.

Title :  Krishna Romancing Radha with a Lotus
Period : 1660-70 C.E.

Place :  Basohh

Medium :  Opague watercolour on paper

Collection :  VictonaAlbert Museum, London

General Description

This celebrated painting is from Rasamanjari showingcourtly Krishnaand Radhain
two different segments. Unlike Kangra Krishna, we see thal Basohli Krishna is
urban and suave. Krishna resembles nobility and royalty more than the pasioral
and prankish cowherd of the “Bhagwata”. This must have pleased the royal patrons
of Basohli. Artist has drawn Radha and Krishna with great sensitivity, and courtly
interpretation of the love of Krishna and Radha could be imitated by the Rajput
court and courtiers and therefore, appropriate for the royal courts of thal time.
Radhaisseen sitting ina pavilion, leaning against the pillow inaroyal and confident
manner. She is very different from the shy Radha of Kangra school. Her sensuous
body and love larn eyes heightens the romantic mood of the painting. Dressed inan
orange dhoti, the blue-bodied Krishna witha golden scarfis approaching Radha with
a lotus flower. Behind him is the intricately rendered stylised tree. The brilliant
yellow in the background brightens entire composition.

. INTEXT QUESTIONS 8.3

Fillinthe blanks:
. v medium was used in this painting.
2. Bhagawal Puran, .. ceeveeeeee AN wereillustrated and Krishna

had a prominent presence in aJI these manuscripls.
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8.4 KRISHNA ADDRESSING COURTIER, BASOHLISTYLE

Now, letus learn another painting in the Basohli style.

Basic Information

Basohli paintings are bold and simple compared to the Kangra paintings. The colours
are also very bright and directin comparison (o the sublle tones of the Kangrastyle
of paintings. Basohli style is characterised by large staring eyes, faces in profile
andmultiple perspective.

Fig. 8.4: Krishna with a Companion

Title :  Krishna witha Companion
Medium : (Opaque watercolour on paper
Penod 4 1660-70 C.E.

Place : Vicloria Albert Museum. London
General Description

Krishna, leamng againsl a pillow in a palace interior is shown in conversation with
a companion. Bold colour schemes, a wooden architectural pavilion, large staring
eyes and robust figures are typical of the Bashoti style. In this work, blue-bodied
Krishnais shown wearing a deep yellow dhoti. He is expressing his loneliness to his
companion as Radha is away. The absence of Radha is indicated by the empty bed.
The companionis listening attentively to Krishna’s longing. His bare upper body has
sandal marks indicaling his Vaishnavite affiliation. His red conical turban is simple
compared to the elaborate crown of Krishna decorated with lotus flowers.

Painting
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Choose the most appropriate option:

1. Write the period of the painting ‘Krishna witha Companion’.

(i) 1665-T0CE @ 1660-70CE

(i) 1560-70CE (iv) 1760-70CE Notes
2. Whichofthe following isa special feature of the Basholi style of painting?

(i)  Colourswerebright () Colourswerelight

(m) Largeeyes (ivi Longhairstyle

8.5 VISHVARUPA I, CHAMBA STYLE

So learner, you have learnt Basholi style. Now you will get to know Chambastyle.

Basic Information

Chamba school of painting flourished in a small hill town of Himachal Pradesh.
This school made its mark on the painting history of the Pahari school. Inspired by

Fig. 8.5: Vishvaropa [
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the Krishna cull and Vaishnavism, the Chamba school of art presented one of the finest
collection of paintings for the world. The main themes of Chamba paintings were (1)
Dasavatara Series (1725-50 C.E.) (2) The Vishwarupa Series (18th C.E.) (3)
Bhagvata Purana Senies (1757 C.E.)and (4) Ramayana (1750-75C.E.)

Papers used by the Chamba artists were Wasli. Natural and mineral colours were
applied to it. Gold. silver and other materials were also applied, which were later
polished with smooth stone [rom both sides.

This centre wasinfluenced by Mughal miniature painters bothin styleand colour. In
spite of that. it retained its local characteristics. The costumes of the men show
similarities withthe male figuresin Mughal miniature paintings.

Title . Vishvarupal

Place :  Chamba

Medium :  Opague watercolour on paper
Size : 30.2cm x 23.8 cms.
Collection :  NewYork

General Description

This is an unusual colourful Vishvarupa since the heads, arms, and legs have been
painted in different colour red. green, grey. blue, yellow, and pink. Twenty-four
arms are painted in the rounded formations of different hues holding various
weapons as well as lotuses, a conch shell, a temple bell, possibly the Vedas and a
snake. There are four layers of heads with four central heads and 23 profile heads
on each layer, making them 52. The torso is covered in bark-like vegelation from
which we see figures of Brahma, Shiva, Sun and Moon peeping oul. There are two
figures, oneisof women the otherone s a man, standing with folded hands. These figures
are probably of King and Queen. There are also two small figures at the bottom of the
composition that seems to be aprincess. Interestingly. twosquatting figures are also
painted on the body of the deity.

. INTEXT QUESTIONS 8.5

1. Which period dothese paintings belong?

What are the characteristic features of Chamba Paintings?

[

L

Whal are the mainthemes of Chamba paintings?

Painting
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Visil a library in your locality and collect photographs of Pahari painlings. Now
make a collage by using these painlings properly.

\

Notes

WHAT YOU HAVE LEARNT

Pahari Paintings

| I
Basoli Stylc Chamba Style Kangra Style

I | I

Religious  Fxpericnces  Radha Krishna  Poctry of the  Hillman's ~ Music
belief of human heart Love story Saimis Poctry
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|

& creale the tones by locally available materials;

The learner will

e draw the Pahari painlings using household malerials.

b

@
g TERMINAL QUESTIONS

1. Wrile the central theme of Kangra art.

2. How is love personified in Kangra paintings?

3. Whal is the conftribution of religious leaders. poels. and philosophers of the
16th and 17th centuries?

4. What is the uniqueness of Basholi style?

L

Whal is the difference between Krishna and Radha figures of Basholi and
Kangra - style?

Whal are the characteristic features of Chamba painlings?
What is the medium used for painting miniatures?

How did Jayadeva’s Gilagovinda inspire the Pahari Arlisis?

bl

Wrile a few lines aboul the symbolic use of colours
10. Whal did the Vaishnava cult symbolize?

11. Whal are the themes of Basholi paintings?

12. Whalt is the unigueness of Basholi style?

13. Whal is the difference between Krishna and Radha in “Basholi” and “Kangra™
styles?

“' ANSWERS TO INTEXT QUESTIONS

8.1
I. (i) Love

2. (iit) RamanujaandJaideva
3. (ii) Radhaand Krishna

Painting
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|. Gitagovinda by Jayadeva, Ramayana of Tulsidas Miniature Art

2. Vaishnava revival of the 11th and 12th centuries. Ramanuja popularized
worship of Vishnu ‘Gila Govinda’ of Jyadeva became a favourite [or love song
based on Lhe divine love of Krishna and Radha. The culture of Punjab and the
Greal Sikh movemenl started by Guru Nank also inspired the Kangra artisl.
The cult of Bhakti was, however, its driving force. Notes

3. Delicate lines with various forms and ligures rendered sofl and sublte colours
are used. Minute details and decorative gualities are very predominant.

4, From MNatural resources.

8.3
1. Opaque walercolour on paper.

2. Rasamanjari. Gita Govinda

8.4
1. (ii) 1660-TOCE
2. (i) Colours were bright

8.5
1. 18th Century

2. Style-Indigenous, inspired by Krishna cull, liberal use of bright flat colours,
complicated symbolic representation.

3. Vishvarupa series ( 18th Cenlury) AD
Bhagwata Purana (1757A.D)
Ramayana (1750-75A.D.)
Dasavatara Series (1725-50 A.D.)

GLOSSARY

Ethnic Connecled with particular race of people

Courtly A style which is typical of Courl

Torso Mid part of the body

Conch A shell used for religious purposes, one of Lthe main attribules

of Lord Vishnu

Painting




MODULE - 2

Historical Appreciation of
Indian Contemporary and

Mimature Arl

Notes

Pahari Painting

ripening
Rustic
Divine
Conjugal
Nlustrated

Nobility
Royally
Awakening
Foliage
Vitality
Fierce
Vigour

Indigenous

Completely grown and mature
Viliage background

Something related to God or Godly.
Couple in closeness

Visual representative (a picture or diagram) that is used to
make as subject more pleasing is easier 0 understand.

People of Kings Courts

Majeslic

To wake up

Trees, leaves elc,

Youthful energy

Almost aggressive, passion

Youthiul passion

Something which belongs completely Lo the land or ils people.

Painting




SOUTH INDIAN PAINTING

In the previous lesson, we learnt about the Pahari painting. In Lhis lesson, we will
learn about the south Indian painting styles. Andhra Pradesh, Telangana, Tamilnadu,
Kamalaka, Keralaand therest of South Indiahaving various traditional painting styles
that flourished under royal patronage. The best-known works of these styles are the
Deccan miniature (Dakhini kalam) paintings rendered between the 16th and
19th centuries under the patronage of the Muslim rulers of Bijapur and Hyderabad.

The Tanjore paintings flourished under the patronage of the Nayakas of Thanjavur
under the suzerainty of the Vijayanagara Rayas and the Maratha court of Thanjavur
(1676— 1855). The Mysore style developed under the Wadayar rulers of Mysore.
Though all south Indian painting styles have their identities, the common thread
that brings them Logether is their rich Vijayanagar ancestry. Kalamkari of Andhra
Pradesh and the frescoes ol Kerala are the other important painting styles of South
India.

@ OBJECTIVES

After studying the lesson. the learner will be able lo:

e explain the painting styles of South India:

e explain the rulers who patronized these painting styles;
e stale Lhe centres where these styles developed;

® describe the characteristics of Mysore styles;

e explain the theme of Decan miniature styles;

e identify the techniques of the different painting styles.

Painting
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Miminture Ar
First, you need (o know Lhe style of Tanjore paintings.

Basic Information

This important style of painling is named after Tanjore (Tanjavur) in modern-day
Tamilnadu, where it originated. [ls golden period was between the 16th and the
18th centuries when il ffourished under the patronage of the Nayak rulers under
the suzerainty of the Vijayanagar Rayas and the Maratha courl. The Raju
community of Tanjavur and Trichy and the Naidu community of Madurai were
instrumental indeveloping this style. The subject of these paintings is mainly Hindu
eods and goddesses, royal personages and celestial beings. Since they were
originally painted on fabric stuck on wooden planks. they were called ‘Palagai
Padani’ (literally pictures painted on wood) in Tamil.

Notes
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Fig. 9.1: Panchamukhi Anjaneya (The five-headed Hanuman)
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Tanjore paintings are deeply rooted in religion, tradilion and exude feelings of
holiness anddevotion. They are characterized by the use of precious and semi-precious
stones, glass and gold foil in reliel. The sophisticated use of flat vivid colours is a
hallmark ol the Tanjore style. These paintings made interiors come alive. Since the
style originated during a period marked by prolific temple building in the region,
gods and goddesses were the natural choice of theme. Skillful use of coloured
preciousstones over the basic drawing sets Tanjore paintings apart fromother Indian
painting styles. It gives them a three-dimensional effect. Generally used as icons,
the facesin these paintings are round and have adivine glow. The pranks of the child
Krishna are a favourite theme. Some painlings have also been rendered on glass
panels. Materials used for painting include wooden board, white colton fabric, chalk
powder, gum, mineral colours, gold leal, precious stones, and pieces of glass.

Title : PanchamukhiAnjaneya (The five headed Hanuman)
Period :  Conlemporary

Artist : Unknown

Medium :  Mineral colours, gold leaf and glass on wood and fabric
General Description

Thisis arendering of the five-headed Hanuman in the Tanjore style. The outline of
the painting has been painted as adoorway. ILis highlighted by the use of gold leafl,
and the arch is ornamented with bits of red and green glass. The warnior God
Hanuman is depicted in all his glory with five heads and ten arms. The [ace in the
middle is the familiar monkey God "Hanuman’, faces (o the right are the faces of
*‘Narsimha’ and “Hayagreev’, respectively, while those to the left are the faces of
*Veerbhadra” and *Varaha’. All ten arms are depicted holding various arms and
projectiles. Themargins, crownson the five heads, arms and projectiles are executed
inrelief and have been luxuriously covered with gold leal” The skillful use of glass
and gold leal creales areliel effect and imparts a three-dimensional effect to work.
Materials used for the painting include the wooden plank. white cotton fabric,
chalk powder, gum, mineral colours, gold leal, and pieces of glass. The work is
execuled inseveral stages:

1. Preparationofsurface
Tracing the image
Painting the raised base

B

Painting and colouring

Painting
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5. Sticking gold leafand bits of glass
6. Framing.

. INTEXT QUESTIONS 9.

Choose the most appropriate option.
1. Whatisthe period of Tanjore painting?
iy Conlemporary (m) Ancient
(i) Pre-historic (iv) Noneofthese
2. Nameanyone malerial used [or Tanjore paintings.
(1) Clay (i) Gold
{im) Silver (iv) Bronze
3. Whatisthe meaning of the word Panchamulkhi.
(i) Foureyes (i) Fourhands

(m) Fiveheaded (iv) Allofthese

9.2 MYSORE PAINTING

You have learned aboutTanjore painting. now you will learn about the Mysore painting.

Basic Information

Mysore painling is an important style of classical South Indian painting. It was
developed in the Mysore region of modern-day Karnataka in the 18th century and
is named afler its place of origin. Karnataka has an ancient history of the arts.
Between the 14th and 16th centuries, the rulers and chiefs of the Vijayanagar
empire made enormous contributions to the development of the arts and literature
in this region which led to the Vijayanagar school of paintings inding a place
uniquely their own in Indian arl. The Mysore and Tanjore schools are two
sub-branches of the Vijayanagarschool. The themes of these paintings include Hindu
Gods and Goddesses and scenes from Hindu mythology. A combination of grace,
serenity and intricate detail are the hallmark of Mysore Paintings. Sreetatvanidhi,
a 1500 leal tome compiled during the reign of Mummadi Krishnaraja Wodeyar. has
hundreds of Mysore paintings providing details on iconography and iconology of
divine ligures, depictions of ragas, seasons. floraand fauna. It is perhaps the single
larges! repository of the painting style. The tome also provides directions about
principlesof painting. composition, selection of colours and theirimpact onemotions.

Painting




Fig. 9.2: Matsyavatara (Ganjifa Card)

Title : Matsyavatara (Ganjifa Card)
Period :  20th Century

Artist :  Unknown

Medium :  Mineral colours on fabric
Collection :  Crafts Museum, New Delhi
General Description

Subsequent to the fall of the Vijayanagar empire the Wodeyar rulers of Mysore did
much to revive the art of this region bul the [rescoes painted on lemple and palace
walls during the period were destroyed during Tipu Sultan’s battles with the British
in the 18th century. After Tipu’s defeal al the hands of the British, Mummadi
Krishnaraja Wodeyar ascended Lhe throne of Mysore and he Mysore royals
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distinguished themselves as discerning patrons of the arts. The music, arl and
literature of Mysore rose to new heights. The beautiful frescoes al the Jaganmohan
palace executed during Mummadi Krishnaraja’s reign still bear lestimony to the
impact of the Wodeyar’s patronage on Mysore painting.

Traditional Mysore painters prepared their art materials, including mineral and
vegetable colours made from minerals and [lowers-leaves-the bark of plants.
Brushes were made with squirrel hair. camel hair, goat hair and special grass. The artist
applied a paste of zinc oxide and Arabic gum, known as “gesso paste’ on a thick sheet
of cartridge paper which gave the finished work a slightly raised effect of carving. Thin
gold leaves and gems were then stuck on the raised parts.

. INTEXT QUESTIONS 9.2

1. Why are Mysore painlings named so?

Whatis the period of the development of Mysore painting?
Whichstyle ol painting did Mysore painting develop [rom?
Whatis the hallmark of Mysore painting?

ACTIVITY

Visitalibrary in your locality and collect some photographs of Tanjore and Mysore
paintings. Now you paste at least two photos of each style and write the differences
between these two styles.

oo
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So learner, letus learn about the Deccan mimature painting.

Basic Information

During the middle ages area of peninsular Indiacovered by the principalities of Bijapur,
Ahmednagar, Golcondaand Hyderabad was known as the Deccan. Minialures painted
in this area are knownas Deccani miniatures. The style of painting is marked by a mix
of Turkish, Persianand Indianinfluences. Artists of the Deccani school look inspiration
from the Mughal school of painting but developed a style uniquely theirown. The
Adilshahi, Nizamshahi and Qutubshahi rulers were patrons of the Deccanischool,
which continued to flourish between the 16th and 19th centuries. Art museums
worldwide have splendid portraits of Ibrahim *Adil Shah 11 (1580-1627), who was
passionately fond of music and the arts. These portraits highlight the peculiarities of the
Deccan school-richand bright colours, gentle grandeur and mystic background. The
Deccani colour schemeis rich and makes muchuse of gold and whilte.

Atitszenith, the Deccani school was more thanequal to the Mughal school. Ithad a fine
combination ol Persian lyricality, the deep sensitivity of the Deccan and the discipline
of European portraiture. The energeticcomposition, sensitive colours, faircomplexioned,
large-eyed, sharp-featured, passionale men and slender, delicate featured women
createanauraof romance. The tasteful clothes and omaments are a visual delight. Some
important works ol the Deccan school are- *The elephant”, *Chand Bibi", ‘Elephant
Fight”, “The Bird, “The Falcon’. The earliest dated manuscript. the encyclopaedia
Nujum-ul-ulumor “The Stars of the Sciences™ (1570) contains 876 miniatures. Some
Deccani frescoes can be seenin the Saatmanzila Mahal and Jalmahal at Kumatagi. The
theme of Deccani miniatures ismainly royal personages and scenes fromtheir life. The
use of mineral and vegetable colours was the norm. The elongated human ligures are
possibly an influence of the Vijayanagar frescoes. while Lhe floral sprigs in the
background, the high horizons, and the general use of landscape show Persianinfluence.
Deccani colours are rich and luminous. The use of gold and while comes from the
Persian influence. The brilliant composition of elements, the refined finish and the
harmony are the chief indicators of the Deccan miniature.

Title :  Chand Bibi Hawking
Period ¢ I6thCentury

Artist :  Unknown

Medium :  Mineral colours on Vasali
Collection National Museum, New Delhi
FPainting

MODULE - 2

Historical Appreciation of
Indian Contemporary and
Miniature Art

Notes ="




MODULE - 2

Historical Appreciation of
Indian Contemporary and
Miniature An

Il South Indian Painting

Fig.9.3: Chand Bibi Hawking

General Description

This painting is a fine example of a theme popular in Deccani paintings. Chand Bibi,
the widow of Ali Adil Shah, was the queen of Ahmadnagar who ruled from 1580
till her death in 1599. In this mimature. she is seen riding a horse with a hawk
perched on her right wrist. The hunting dog inthe foreground is lively and dynamic.
Following the Persian tradition, the background has blossoming trees, and there are
two grand buildings in the receding background. The formal, composition and
colour scheme confirm the Deccani tradition. The saddle and Chand Bibi's robe
and jewellery have been highlighted in gold. The figure of the horse in movement
isskillfullyexecuted.

Painting
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Fill in the blanks;

1. The period of the Deccan miniature is ...........cccenee.

The main of the Deccani miniature is .....ccovvveeeennnns
Notes
The Deccani colours are rich and ....coevvvneienee.

-

Artists of the Deccani school look inspiration [rom ......cccciveeene

@" WHAT YOU HAVE LEARNT

South Imlizn Painting

|
l ! |

Tanjore Mysore Dians
Style Printing Sivie
| | |
Panchomukhi Matsynvatam Chand Bibi
Asjancya (Painting) Hawking
(Painting) (Panting)
| | |
Conlemporary 20th Century l6th Century
(Period) (Period) (Period)
[ | |
ocier Mo s
(Modium)

e canexplain the technigue of Mysore style on their own;

The learner

® can recognise Tanjore style and Deccan style of any other South Indian
style.

Painting
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1. Describe the (raditional painting styles of South India.

2. Write about the development of Tanjore painting?
Netes 3. Whal are lhe themes of Tanjore painlings and in which medium are they
. executed?
4. What are the characleristics of Tanjore painling?
5. Explain why Mysore paintings are named so?
6. Whal is the period of the development of Mysore painting? Which ruler made
a stellar contribution Lo the revival and development of Mysore painting?
7. Whal is the hallmark of Mysore painting? Whal are its themes?
8. Name the principalities which consliluted the Deccan. What is the period of the
Deccan miniature?
0. Whal were the main influences on lhe Deccan miniature, and its key

characteristics?
10. Whal are the main themes of the Deccan miniatures?

11. Describe the colour scheme of the Deccan miniature?

ANSWERS TO INTEXT QUESTIONS

1. (1) Conlemporary
2. (i) Gold
3. (iii) Five-headed

1. Mysore painling is named so after its place of origin.

2. Mysore painting developed in the Mysore region ol modern-day Karnatakain
the 18th century.

3. Mysore painling is a sub-branch/olTshool of the Vijayanagar school.

4. Acombinationofl grace, serenity and intricate detail are the hallmark of Mysore
Painlings.

m Painting
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1. Between the 16th and 17th centuries Miniature Art
2. Royal personages =
3. Lluminious %
4. Mughal school

Notes
GLOSSARY

Cartridge paper grain surfaced drawing paper

Mineral colours colours obtain from mineral like lapis lazuli. vermilion,
eold, silver elc.

Vegelable colours colour oblain from vegelables like Mowers, leaps fruils,
elc.
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COMPANY SCHOOL OF
PAINTING

Inthe previous lesson, we learnt about south Indian painting. In this lesson, we will
learn about company painting. The British East India Company expanded ils
preview in South Asia during the late 1 8th Century. Many of its employees moved
[rom England to discover new lives in India. The artists, poels, wrilers, dancers and
musicians who were patronized by the royally also drifted away in search of fresh
opportunities to work for their survival. The British people were fascinaled and
altracted lowards the diversity of India’s people, its magnilicent monuments and
its beautiful landscapes, flora and fauna. They wished to capture these images and
were keen Lo collect them as mementoes and souvenirs for their [riends and
relatives in England, but not all of them could afford to buy the works of noted
British artists. As aresult, they started commissioning local Indian artists to create
paintings of their chosen subject. Indian artists welcomed the opportunity lo work
{or their new British patrons. British patrons began to realize that their favourite
Indian subjects could be depicled far more accurately by native artists who were
Familiar with them. The works produced by these arlists are known collectively as
“Company” painlings because they primarily emerged under the patronage of the
British East India Company.

Il dominated the art scene of India between the 18th and 19th Centuries. These
paintings blended with traditional elements from Rajput and Mughal painlings
with a more weslern treatment of perspective, volume and recession. Thus the
painting neither had the accuracy of a photograph nor Lhe freedom of a miniature
painting.

Company paintings were [irsl produced in Madras Presidency and soon in other
parts of India such as Murshidabad, Patna, Banaras, Lucknow, Agra, Delhi, Punjab
and other centres in Weslern India. Indian artists started fulfilling the demand for
paintings of landscapes, Mora and fauna, images ol native rulers, courl scenes,
historical monuments, festivals, ceremonies, trades and occupations, and portrails.

Painting
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These subject mallers for weslern patrons were oflen documentary rather than mldmlcumsgmlm; anid

imaginative. These works were done in the medium of watercolour. Painlings were Miniature Art
mostly painted on paper bul sometimes were also painled on ivory.

@ OBJECTIVES

Notes ===

After studying the lesson. the learner will be able lo:

e write about the origin and development of Company painting;

write about the main characteristics of Company paintings;

mention the methods and materials used, and plane style of the paintings enlisted;
explain the importance of the subject matter of the company paintings; and

describe the meaning of the term “Company” painting.

10.1 A COMMON INDIAN NIGHTJAR BIRD

Dear learner, we will learn about the painting of a common Indian Nightjar Bird.

Basic Information

Paintings of birds, animals and flowers had been an important genre in Indian art
from the time of the Mughal emperor Jahangir and the continuation of such

Fig. 10.1: ACommon Indian Nightjar Bird
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Company School of Painting

subjects under Brilish pafronage was a natural extension of thal established
tradition. However, the result was quite different stylistically. In this painting, a
common Indian nightjar bird is painied with greal accuracy and detail, which
makes the bird stand oul against the vast landscape. This is one of the famous
paintings from an album by Claude Martin, a French soldier.

Title g A common Indian Nightjar Bird’
Period : 18th Century AD

Artists : Unknown

Medium I Watercolor on paper (handmade paper)
Style g Lucknow, Company school

Colleclion ; Metropolitan Museum of Arl, New York
General Description

The classic works of the company school of painting were the studies of planl and
animal life, of which the depiction of the nightjar bird i5 one. The bird is executed
with greal allention to detail. Each feather has been oullined and painted with a
subtle gradation of colours, and several shades of brown, and black are used lo
delineale its body markings. The eye has a bright ring around it and the legs are
textured with parallel line markings. The landscape in which the bird standsis only
sparingly indicated and is in a smaller scale than the bird. This feature is common
in company school paintings of this kind, as the main purpose of the painting was
Lo record species new to British observers. This painling comes from an album
made for Claude Martin, the French soldier and patron of art who seltled in
Lucknow in the 1 8thcentury. This painting was done in watercolour on paper. The
artist used a typical western walercolour lechniques with bold strokes and soft
lones lo caplure the accuracy of the bird. These painlings were small, intended to
keep in albums. Beautiful tonal gradation created depth in the background.

. INTEXT QUESTIONS 10.1

Match the following:

1. Style (i) brown

2. Colour (i) Watercolour

3. Medium (iii) Company

4. Technique (iv) Metropolitan Museum, New York
5. Collection (v) Typical western walercolour
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10.2 MARKET SCENE Indian Contemporary and
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Now, letus learn acomposition, market scene.

Basic Information

\

This painting depicts the traditional and market scene of Patnainwhichiwowomen §|  Notes
are selling vegetables. fruits and grains. Artist Shiv Dayal Lal beautifully depicts the

detail and accuracy of Lhe types of vegetables, [ruits and grains and has beenable to

capture the natural environment of the market. The fine details of the clothes are
meticulously done. As usual, the background of this painting was nol given much

emphasis like other company paintings. This painling was painted in opaque
walercolour on paper. The treatment of background is very different from the
foreground. It has a gradual tonal gradation in the background. This painting is

very beautiful, brightand colourful because of theopacity of walercolour.

Fig. 10.2: Market Scene

Title : Market Scene

Period : 1850

Artist = Shiv Dayal Lal

Medium : Opague watercolour on paper

Style E Patna. Company School

Collection : Victoria and Albert Museum, London

Painting m
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General Description

The British people. wanted an image of everyday scenes such as the vendors al the
markel selling grains, [ruits and vegetables. This painting shows that the markels
of 1850 were very similar lo the markel in India today. In this painling, we see four
women. Two of them are shopkeepers. and the other two are customers buying
erains and fruils from them. The details of the [ruits, vegelables and grains were
done in greal delail, and also, the naturalistic colours are used (o define the
particular fruit, vegetable and grain. All four women are wearing sarees and
ornaments. The depiction of the folds of the sarees is beaulifully done. The
background is treated very well by a gradual gradation of colour. There are clouds
inthe sky, but overall, the painting creates a beautiful environment and reflects the
contemporary life-style of that period.

. INTEXT QUESTIONS 10.2

Choose the most appropriate option.
1. What is the name of the artist of the painting *Market Scene’?

(i)  ShivDyal Lal (i) Manku
(iii) Nanda Lal Bose {(iv) Amrita Shergil
2. What products are the two women selling in the painting *“Markel Scene’.
(i} Potalo, lomalo (ii)} Kuria dhoti and turban
(iti) Vegetables and grains {(iv) Twodifferent types of vegelables

3. Name the medium used Lo painl the painting *Markel Scene’.
(i) Walercolour on paper (ii} Poster colour on paper

(iti) Mix media on handmade paper (iv) Opaque walercolour on paper

3 -] -
8 ACTIVITY

You will visil the library and collect some information regarding company style.
Now express your feelings about the form, colour used and style of the company
painting in briel.
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We have a very inleresting painting titled Palanquin. So learners let us learn about
composilion.

Basic Information

This painting is one of the famous paintings from forty-two paintings on modesof | Notes L=
conveyance and occupalions. This painting shows four palanquin bearers and a

‘Miyana’ box palanquin with a noble person sitting inside. The dresses of the

bearers are identical and depict the clothing style of that period. The overall

emphasis was only on the bearers and palanquin, so the background was leftalone

with only a suggestion of shadows of the bearers and Miyana. This painting was

painted during 1815-20in Varanasi.

Fig. 10.3: Palanguin

Tatle : Palanguin

Period : 1815-20

Artist :  Unknown

Medium E Watercolor on paper

Style : Varanasi, Company School
Collection Victoria and Albert Museum, London
General Description

Thispainting is one of the artwork from the set of forty-two paintings that illustrate
conveyance. occupation and shows a *Miyana’ or box palanquin. In this painting,

Painting 105




MODULE - 2

Historical Appreciation of
Indian Contemporary and
Mimiature Ar

MNotes

Company School of Painting

there are four palangquin bearers wearing while kurtas, yellow and brown dhoti and
blue turbans. The details of their dress are well rendered. and they have wrapped
a red coloured cloth around their waist. Their movement suggests thal they are
walking (rhythmically) carrying the load of the palanquin. The palanquin was
beautifully done. and more emphasis was given Lo the details of the dress and
desion of the nobleman sitting inside the palanquin resting against a cushion. No
importance was given to the background of the painting, but the shadow of the
bearers and palanguin suggests the ground itsell. This painling reflects the Indo-
European watercolour technique on paper. Realistic representation of human
fgures and stylization of clothes, a beauliful tonal variation on the muscles of the
legs and the folds of the clothes are characleristics of company painting. The
geomelrical drawing of the palanguin was accuralely done with the help of fine
lines. Every minute detail is taken care of.

. INTEXT QUESTIONS 103

What do you understand by the term “Palanguin’?

o

Wrile the name of the school of this painling?

'
|

What kind of dress are these palanguin bearers wearing?

=

Palanquin painting is famous [or which album or portfolio?

@" WHAT YOU HAVE LEARNT
Rajput and Mughal

\/

Emcrged under
British Patronage
I

Company School

Painting Collection
l

|
A Common Indian Palanqui
Night Jar Bird {Example) mnI(Emmpll:]
|
Company Style, Lucknow

r

Company Style, Pama Compamy Style, Varnasi
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¢ use the traditional weslern waltercolour technique with bold strokes in
their own artwork.
e [(real; their illustration in opague waler colour on paper.
: Notes
2
= B || TERMINAL QUESTIONS

Why were Indian artists hired by the Europeans? Explain.
What are the subjects of the Company School of Paintings?

Describe lhe characteristics of the Company School of Painting.

st

Name the cities where Company Painling emerged in the [8th and 19th
cenluries?

Wrile in detail about the origin of the Company Painting
Describe Lthe famous painting “Markel Scene’ [rom Patna.

=] @ LA
L I I,

Write in detail about the painting Irom your syllabus, which was mainly done
torecord the different species of birds and animals new (o the Brilish observer.

ot

Describe the characteristics of the painting *Palanquin Bearer’ [rom Varanasi
School of Company painling.

9.  Wrile a nole on the treatment of colour by Shiv Dayal Lal in his painlings.
10. Wrile the name of the school of the painting, ‘Market Scene’.

11. Wrile the name of the school of this painting.

12. What medium is used lo painl this painting?

13. Name the colors used in the delailing of the bird.

14. Name the person [rom whose album this painting is taken.

15. Which Mughal Emperor has given a lol of importance (o creating an album
of [lora and fauna?

16. Mention the period of this painling.

ANSWERS TO INTEXT QUESTIONS

1. Style — Company School.

2. Color — Brown
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3. Medium
4. Technique
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— Walercolour
— Typical watercolour

5. Collection

10.2

— Metropolitan Museum, New York

1. (i) ShivDayalLal.

2. (i) Vegelables and grains.

3. (iv) Opaque watercolour on paper.

10.3

1. Miyanameans Palanguin.

-l O

Varanasi Company School.
Kurta, Dhoti and turban.

This painting is taken from the sel of [orly-lwo paintings on modes of

conveyance and occupalion.

GLOSSARY

Purview The scope of influence.

Carve Establish or create.

Dwindle Diminish in size and strength.
Oblivion Exlinction.

Patronize Give linancial and other support.
Souvenir Memento.

Recession Temporary economic decline.
Genre Style or calegory.

Miniature In small format.

Vasiness Immense space.

Subtle Delicately complex and understated.
Delineate Describe or portray.

Meticulous Very carelul and precise
Palanguin A carriage carried by human
Persistent Continuing firmly or obstinately
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In the previous lesson, we learnt aboul company painting. In this lesson, we will
learn aboul contemporary arl and artists. Al the beginning of the 20th century,
some Indian painters began painting new themes which were direclly inspired by
the ancient culture of India.

During the conlemporary unceriainly the biggesi name that emerged was Raja
Ravi Varma [rom the slate of Tranvancore. To this day, paintings under his
signature are fascinating. He painled stories from epics and ancienl lexts such as
Ramayan, Mahabharal, poriraits, etc. These paintings were influenced by European
arl. Some bold new revivalists emerged that changed the face of the arl scene in
India. At the forefronl were Abanindranath Tagore and Nandalal Bose from West
Bengal, who developed their style of art and built up the *Bengal School’, followed
by otherartist, like Sarada Ukil, Chugtai and Asit Haldar. When Bengal school was
spreading its wings in other parts of India. a Hungarian-born Indian artist Amrita
Shergill who received her art training in France, appeared in the Indian art arena.
Rabindranath Tagore crealed a style of his own. Jamini Roy introduced a modern
style based on Kalighal Pala. Then the *Calculta Group’, the firsl group of modern
artists in India, formed in 1943 in Kolkala. 1is leading members included the
sculptor Pradosh Das Gupta and the painters Paritosh Sen, Gopal Ghose, Nirode
Mazumdar and Zainul Abedin.

Anotlher group of progressive arlists decided Lo express their lalents during the
turbulent days. Landscapes, nature, and portraits were some of the themes that
artists chose during this time. These artists gave a completely new meaning o
Indian art in (he following years. “The Progressive Artists Group” had a long lisi
of famous artists like Hussain, Raza. Souza. Bendre, Gade, Ara and Bakre. They
held their first exhibition in 1949, Laxman Pai, Kathy Langhammer, Krishen
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Khanna, Sadanand Bakre, D.G. Kulkarni. A.A. Amelkar, Tyeb Mehta, Kekoo
Gandhy, Manishi Dey etc. followed this group later. K.C.S. Panikar and Srinivasalu,
student of D.P. Roy Chaudhury established themselves in southern India.

@ | OBJECTIVES

The learner will be able to:

e wrile aboul the origin and developmenl of conlemporary arl;
e identify the work of enlisted Conlemporary artisls;

# name the litle of the enlisted painting; and

# explain the contribution of some of the eminent artists.

11.1 RAJA RAVI VARMA

Today, many arlists are producing great works of art and exhibiting them in India
and abroad. Mosl Indian painlings are finding buyers in other countries loo. The
unigueness of Indian Art still lies in its rich cultural heritage.

Basic Information

Raja Ravi Varma was born on April 29, 1848, in the royal palace of Kilimanoor,
a small town in the southern state of Kerala. Al the age of five, he lilled the walls
of his house with piclures of animals and drawings from day-lo-day life. During
these learning years, he had many opportunities o discover and learn new
technigues and mediums in the field of painting. His later years spent in Mysore,
Baroda, and other parts of the nation enabled him to sharpen his skills and blossom
into a complete painter. He was recognized by the British Empire as well as by the
Indian Maharajas. Raja Ravi Varma owed his success Lo systemalic training, first
in the traditional art of Thanjavoor and then European arl techniques. With oil
paints applied thickly, Ravi Varma crealed lustrous, impasted jewellery, brocaded
textures, and subtle shades of complexions. He cleverly picked particularly
touching stories and moments from the Sanskril classics. Ravi Varma’s
representation of mythological characters has become a part of the Indian
imagination ol the epics. He is known lor realistic work and the use of subtle tonal
values in his style. His work remains very popular in India. Besides portraits, and
portrail-based compositions, his Indian myths and legends. “Nala Damayanti”,
“Shantanu and Ganga”, “Radha and Madhava™, “Arjuna and Subhadra™,

£l

“Vishwamitra and Menaka”, “Sitaswayamvaram”, “Young Bharat and a lion
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under his skillful brush. He brought Indian painting o the attention of the larger Miniature Art
world. Raja Ravi Varma breathed his last on 2nd October 1906.

\

Notes

Fig. 11.1: Arjuna and Subhadra

Title :  ArjunaandSubhadra

Artist : Raja Ravi Verma

Period = 1890 C.E.

Medium ¢ OilonCanvas

Size D 330x 59"

Collection :  Maharaja Fateh Singh Museum, Vadodara, Gujral
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General Description

This painting is based on an incident from Mahabharata. the greal Indian epic in
which Arjuna, one of the five Pandavas and Subhadra, are shown. Subhadra is the
only daughter of Vasudeva and Rohini. Arjuna is in Sanyasi gelup and lrying (o
embrace Subhadra, and Subhadra is trying lo avoid il. With oil painls applied
thickly, Ravi Varma created lustrous, impasted jewellery, brocaded textures, and
subtle shades of complexions and has cleverly painled this moment wilh the
backdrop of the jungle on one side and sanyasi’s seal on the other. Sanyasi’s seal
is adorned with two animal skins, one for silling and the other as a sun shade.
The entire painling has a harmony beyond the mere composilion, making il a
memorable work.

. INTEXT QUESTIONS 11.1

1. Where was Raja Ravi Varma born?
Raja Ravi Varma owned his success Lo what?

On which epic is this painling based?

il ol

Who is Arjuna disguised as?

11.2 ABANINDRANATH TAGORE

Now, let us learn aboul another conlemporary artist, Abanindranath Tagore.

Basic Information

In contemporary Indian Painting in Bengal, Abanindranth Tagore is also credited
with a key contribution. Born on 7th August 1871, at Jorasanko (Kolkata) at the
family residence of Tagores, Abanindranath grew up in a family environment of
crealivily. He was educated at Sanskrit College, Calcutta and took his painting
lessons from British and Nalian instructors on a privale basis. Havell was
instrumental in freeing Abanindranath from European influence and drawing his
attention to Mughal and Rajput styles. His later works show some of these
influences. Abanindranath’s paintings were exhibiled in London and Parisin 1913,
followed by another international exhibitionin Japan in 1919. The largest number
of paintings by Abanindranath over500, form apart of Rabindra Bharati Society’s
collection al Jorasanko, Calcutta. His work has been declared as Nalional Art
Treasures. Abanindranath’s inner urge for liberating Indian art was further inspired
by Okakura, a great Japanese artist and art critic who came (o India with Swami
Vivekananda. Okakura believed thal the spirit of a nationexpressed ilselfinits arl,
and that from the point of view of art all Asia was one. Later, Abanindranath studied
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Japanese art under the guidance of two other Japanese artists, Yokoyama and Hishida.
The Japanese influence can be seenin ‘Diwali” and *“The Siddhas of the upper air”.
During histenure at the Government School of Artand Crafl, Kolkata, Abanindranath
made several changes. He replaced the European paintings on the school walls with
Mughal and Rajput paintings. He started a department of fine arts and invited well-
known artists from all over India and made it possible for the students tomeet them. He
made arts like stencil cutting and origami compulsory for all students. In 1907, Tagore
established the Indian society of Oriental Art and developed a style knownas ‘Bengal
School’, which was responsible for pioneering the Bengal Revivalist movement. Under
his guidance. a new generation of painters like Nandalal Bose, AsitHalder, S.N. Gupta
and others created theirdistinct stamps. Some of Abanindranath’s famous works are
Journey’s End ‘Bharatmalta’ and ‘“The passing of Shahjahan’. Abanindranath Tagore,
regarded as the father of India’s modern art. died in 1951.

Fig. 11.2: Journey’s End

Title : Journey's End

Medium : Watercolour, wash technique

Artist : Abanindranath Tagore

Period : 1913 C.E.

Collection  : National Gallery of Modern Art, New Delhi
Size : 21 15cm

Painting
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General Description

Abanindranath combined the Indian tempera techniques with the Japanese waler
colourevolving anew style of painting called the wash technigque. He also developed
a myslic style with diffused light background and elongaled lyrical figures.
Abanindranath had painted this dying camel as a metaphor for the end ol a journey;
perhaps life has been compared (o the journey of man. The scene is bathed in warm
evening light. The falling figure of the animals is in deep sorrow, Lthrough_ which the
artist has brought cut the sombre reality of the cruel final moment. The camel’s folded
front leg and neck louching the ground enhance the expressive gesiure. The artist
has sensilively painled the composition using red. ochre and brown shades.
Treaiment in this work is influenced by Mughal and Rajpul miniatures.

. INTEXT QUESTIONS 11.2

Choaose the most appropriate option.
1. What is the birthplace of Abanindranath Tagore?

(i) Birbhumi(Kolkata) (ii) Jorasanko (Kolkata

(iii) Puri (Odisha) (iv) Kullu(Himachal Pradesh)
2. What is the medium of the painting ‘Subhadra’s Abduction™?

(i) Pastel colour (ii) Pencil colour

(iii) Walercolour {iv) None of these

11.3 JAMINI ROY

Now, you will gel to know about one of the famous conlemporary artists Jamini
Roy.

Basic Information

Jamini Roy was one of the greatest painters ol the 20th century. He was born in
Bellalor villagein the Bankura districtof Bengal in 1887 intoa middle-class family
of landowners. Al sixteen he was sent to study al the Government school of arl in
Kolkata.

However, he soon realised thal he needed to draw inspiration from his own cullure,
s0 he looked Lo the living folk and tribal art for inspiration. He was most influenced
by the Bankura terracolia toys and Kalighat Pata Chitra with ils bold sweeping
brush strokes. He prepared his earth colours crushed in tamarind glue or egg while.
Jamini used Lhe traditional lempera lechnigue. In preparation for the canvas, he
used cow dung. His underlying quest was threefold: to captlure the essence of
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simplicity embodiedin the life of the older people, tomake artaccessible toawider § mndian Eumsﬁm -

sectionof people, and to give Indianart itsownidentity. Jamini’s presentation of Santhal Miniature Art
drummers, blacksmiths, Krishna-Balram and women figures like Radha, Gopis,
Pujarins, Kitten. Queenon tiger and Mother and Child became very popular.

Notes ===

Fig. 11.3: Motherand Child

His work has beenexhibited extensively ininternational exhibitions and can be found
in many private and public collections, such as the Victoria and Albert Museum in
London. He spent most of hislife living and working in Calcutta. In 1934, he received
the Viceroy’s gold medal inanall-Indiaexhibition. In 1954 he was awarded the Padma
Bhushan by the Governmentof India.

Jamini Roy died al the age of 85 in Kolkatain 1972.
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Title g Mother and Child

Medium z Tempera on canvas

Artist : Jamini Roy

Period : 1940

Collection : National Gallery of Modern Art, New Delhi
Size g 46.5 x 1165

General Description

Jamini Roy developed his own style, which is based on Bengal Folk art form. He
prepared his earth colours. For the grey colour he used river mud. for red. he used
ritual vermillion used by women. For blue colour he used indigo and for white, he
used lime. Moreover, when he wanled black, it was the black of lamp sool (Kaajal).
His paintings show a remarkable economy of lines. simplicity of drawing and
solidily in compositions. His works are graphic and interesting and beaulifully
mesh modern and the traditional in Mat planes of colour. The unigque features of his
painting are the dark contour lines, big fish-like eves and small nose and mouth.
This painling is in lempera on canvas showing the mother’s curvy figure in the
centre of the painting, holding the child in her lefi arm. Perfectly balanced with the
rightarm’s Aalta (red) colour and one [ool al the bottom. The child’s arm, leg and
forehead have been decoraled with while strip marks.

. INTEXT QUESTIONS 113

Fill in the blanks:

SRR Lhe birthplace of Jamini Roy?

7 S traditional technigue did Jamini use?
R is the medium of Jamini Roy’s painting?

£
HI -
ACTIVITY

Collect some photographs of contemporary artisis and artwork. Now paste the
pholographs of the artists and their work. Now wrile the differences between Lheir
work in respect of colour use.

Artist Work Difference
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Now, letus learn about another famous painter, Amrita Shergil.

Basic Information

Amrita Shergil, one of the most famous painters of India, was bornon 30th January

Notes ===

1913 in Budapest, Hungary. Her mother was a Hungarian singer. In 1921, her
family shifted from Hungary Lo the beautiful hill station of Shimla. During herstay
in Shimla. Amrita became interested in painting and started taking tuition from an
Italian sculptor living there. Amrila Shergil received exposure to the works of
ltalianartists. Shereceived formal training in painting in Paris under Lucien Simon.
During that lime, she was greatly influenced by European painters like Paul Cezanne
and Paul Gauguin. Her paintings reflect a strong influence of the western modes
of painting.

Fig. 11.4: Bride’s Toilet

Amrita Shergil returned to India in the year 1934 and, from then onwards. began
her never-ending journey in the field of the traditions of Indian art. In the country,
she was influenced by the Mughal miniatures schools as well as the Ajanta
paintings. The paintings ol Amrita Shergil show a signilicant influence of the
weslern modes of painting. Her works also reflect her deep passion and sense for

colours. Her deep understanding of Indian subjects is visible in her paintings. The
works of Amrita Shergil have been declared National Art Treasures by the

Government of India. A number of her paintings adorn the ‘Nalional Gallery of
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Modern Art’ in New Delhi. *Fruil Vendors’, Group of Three Girls®, “Hill Women’,
Woman at bath’ and *Sleep’ are some of her famous paintings. Amrila married her
Hungarian first cousin, Dr Victor Egan, in 1938. Afterthal, she moved with her
husband o her paternal family’s home in Gorakhpur, Uttar Pradesh. Later, the
couple shifted to Lahore. In 1941, at the age of 28, Amrita Shergil departed
this world.

Title : Bride’s Toilet

Medium s Oil on canvas

Artisl : Amrila Shergil

Period : 1937 C.E.

Collection : National Gallery of Modern Art, New Delhi
Size : 144.5 x 86cm

General Description

Although her works were very varied, Sherpil’s women are of special interesl. Her
aimwas alwaysto create an artimbued with soul. The women in Sher-Gil's paintings
are grave and calm wilh suppressed leelings. Bride s Toilelis acomposilion wilh five
ligures and two earthen pots. Colour contrasts of the bodies of the bride and the
maids bind the composilion. The rhythm of the painting isachieved by the useof hand
gestures. One maid is doing the bride’s hair, and the other is holding a pol. The bride’s
hands are painted with red colour ( Alta). The polka dot pattern blouse of one maid
is a unique feature in this painting. The colour of this painting is red, pink, green,
while, pale brown and mauve makes il a well- balanced and harmonious artwork.
This painling is influenced by the Ajanta murals and Rajput paintings. Here she has
combined her European technique with the Ajanta style. The influence of Paul
Gauguinin this painting can be clearly seen by maiching the face of the central maid
and the painting of *Tahitian women’ of Paul Gauguin.

. INTEXT QUESTIONS 114

Name the place of birth of Amrita Shergil.
Where did she spend her early childhood?

[

Wrile the names of Amrita Shergil’s three famous painlings.

»ow

Whal is the medium of *Bride’s Toilet’ painting?
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11.5 M. E. HUSSAIT

M.FE Hussainis one of the famous contemporary artist; you need to know about his
contributionin the field of art.

Contemporary Art and Artist

Basic Information

M.F. Hussain. or Magbool Fida Hussain, was born on 17th September 1915 in the
Pandharpur town of Maharastra. He is one of the mosl famous artistsin India, both
al the national and international level.

He moved to Bombay (Now Mumbai) in 1935. MF Hussain started his painting
career as a painter of cinema hoardings. It was only in the 1940s that this work
started getting some recognition. In the year 1947, he joined the Progressive
Artist’s Group.

Fig. 11.5: Naad Swaram - Ganeshayem

Hussain has done a series of paintings on several subjects, including the British Raj.
on major cilies such as Calculta, Banaras, Rome, and Beijing; on the Epics-
Mahabharata and Ramayan; a whole series on Mother Teresa, on the major nine
religions of the world and a series on horses. He has been awarded the Padma
Bhushan. Some time back, Hussain started directing and producing movies. His
moviesinclude Gaja Gamini Meenakshi: A Tale of three cities. His film “Through the
Eyes of a Painter” was shown al the Berlin Film Festival and won a “Golden Bear’.

M.F. Hussain passed away in London on 9th June 2011 after a silent heart attack.
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Title : Naad Swaram Ganeshayem
Medium g Acrylic oncanvas

Artisl i M_.F. Hussain

Period : 2004 C.E.

Collection : Private collection

Size : 48.2 % 538.4 cm

General Description

Hussain’s name is ametaphor for contemporary Indian art. and his paintings speak
for themselves. His paintings are a combination of mythology and modern life. He
developed a simple style using strong, bold lines and bright colours after going
through rigorous self-discipline in his works. Here Ganesha has (wo heads in
different colours; the heads have one tooth each. Playing Naad with one hand, from
an other hand he is bouncing a pale modak or may be a moon. Again one arm is
yellow in colour and the other is red. The multicoloured background has red,
brown, grey, ochre, green and black. To create maximum conltrasl, the white dhoti
in Indian style is depicted. The treatment of background and foreground reminds
us of Paul Cezanne’s work.

. INTEXT QUESTIONS 11.5

1. What is the medium of *Naad Swaram Ganeshayem’ painting?

2. Name the instrument shown in ‘Naad Swaram Ganeshayem” painting.

3. Name five colours used in “Naad Swaram Ganeshayem’ painting.

11.6 K.K. HEBBAR

Dear learner, now we will learn about one of the most well-known conlemporary
artists K.K. Hebbar.

Basic Information

During his early vears, known as his Kerala Period (because he extensively painted
landscapes of the state), Hebbar was highly influenced by Paul Gauguin and Amrila
Sher Gil. Hebbar’s style was a unique combination of impressionistic and
expressiomistic lechnigues. A strong social concern made him [ocus on subjects

Painting




MODULE -2

. . R Historical Appreciation of
like poverty, hunger and destruction. Al the other end of the spectrum lie his § fndian Contemporary and

drawings and paintings thal capture the grace of dance performances, influenced Miniature Ar
by his study of the classical Indian dance form, Kathak. Throughout his career,
Hebbarnever hesitated toexperiment and enriched his artistic vocabulary through
several trips around the country. including those lwo important historical siles like
the ancient caves al Karla and Maharashira. One of the skeiches from this
particular trip won him a gold medal from the Bombay Art Sociely. Kallingeri
Krishna Hebbar wasbornin 1911 at Kattingeri in the Udupi district of Karnalaka.
Despite training in the Weslern tradition, Hebbar’s body of work remained rooted
in the folk traditions of India. After some initial training in Mysore and later in
Mumbai al the Sir J.J. School of Art, he started his career as an arl instructor at the
Sir J.J. School of Art and taught there between 1940 and 1945, He then went 10
Europe to study art at the Academy of Julian in Paris. Hebbar was honoured with a
numberof awards through his career, including Padma Shri and Padma Bhushan and
the Maharastra Shasan *Gourav Puraskar’. Hebbar died in 1996 at the age of B5.

Notes

Fig. 11.6: Untitled

Title : Untitled

Medium I Watercolour on handmade paper
Artisl ; K.K Hebbar

Period : 1938 C.E.

Collection : Private collection
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General Description

K_.K Hebbar is known for his artworks reflecting the reality of India. He is greatly
cherished for his painlings of human beings that are drawn from Lhe forms and
coloursof India. In this painting, he has drawn a coastal town of Kerala. Fishermen
and their boals are shown in the foreground and their huts in the backdrop. The
hustle and bustle of morning activity is visible. Ochre, brown. orange. blueand grey
shades have been used lo creale a perfect coastal scene. A bold brush stroke with

the transparency of the water colour can be seen.

. INTEXT QUESTIONS 11.6

Write the names of the Indian and
the most.

Al what age did Hebbar die?

@" WHAT YOU HAVE

foreign artists who influenced K. K. Hebbar

. Write the names of colours used in “untitled” painting.

LEARNT
Conlemporary
Art Artists
Subhadra's —+ Work ———Raja Ravi Vorma —s Kemla
Abduction

Journey's End — Work
Mother and Child —= Work ——
Bride's Toilel —= Work ——

Nand Swarnm . wiok ——
Ganieshayam

Untitled —» Work ——

= Abamindranath Tagore— West Bengal
—* Jomini Roy — West Bengal
—s Amirita Shergil —-+= Hungry

—* M_F. Hussam——= Maharashira

—» K_K_Hchbar —» Kcrala

The learner can

use the wash technique and style in their artwork;

apply the new method and medium in the field of painting.

Painting
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TERMINAL QUESTIONS

1. Who are Lhe famous Indian Contemporary Arlists?

2.  Write a shorl nole on Raja Ravi Verma.

3.  Why did Progressive Arlists’” Group become more popular?

4.  Write about Jamini Roys’s painting style.

5.  Write down the short profile of Amrita Sher-Gil.

6.  Who called MLE. Hussain the Picasso of India’ and why?

7. Name the Paris Academy where Hebbar pot his higher education of art.

8.  Whatwas the highest award bestowed on Hebbar by the governmentof India?
9. Naad Swaram Ganeshayvem painlting is influenced by whom?

10. Write the colours of Ganesha’s arms.

11. What is the size of Naad Swaram Ganeshayem painting?

‘ﬂ' ANSWERS TO INTEXT QUESTIONS

11.1

1. Kilimanoor. a small town in the southern state of Kerala.

2. He owed his success Lo systemalic training, first in the traditional art of
Thanjavoor and then in European art

3. Mahabharala
4. Sanyasi
11.2

1. (i1y Jorasanko, (Kolkata)

2. (i) Walercolour

11.3

1. Bankura district of Bengal
2. Tempera

3. Walercolour
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. Budapest city of Hungary.
2. Spenl her early childhood in a village in Hungary.
. “Hill Women’, “Woman al bath’ and “Sleep’.

3
4. 0Oil on canvas.

11.5

1. Acrylic oncanvas

2. Naad

3. Red, brown, grey, ochre. green and black..

11.6

1. Paul Gauguin and Amrita Sher-Gil.

2. B3 years.

3. Ochre, brown, orange. blue and grey.

GLOSSARY

Fascination arousal of interest
Revivalisis 4 person who brings back former ideals
Herilage ancestry

Lustrous elowing

Enchant Lo attract

Embrace Lo pul one’s arm around
Abducted Lo carry forcibly

Oriental The east

Evolving Develop gradually
Melaphor a literary ligure of speech
Enhancing o increase

Extensively in a widespread way
Aristocral a member of noble class
Controversial disputation

Thrived Lo prosper

Cherished

Lo care tenderly
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FRESCO AND TEMPERA IN
INDIAN ART

In the previous lesson, we learnl about contemporary art. In this lesson, we will
learn about Fresco and Tempera in Indian arl. In prehistoric limes man was very
dependent on nature. Rock paintings from that period found world wide show
human figures hunling a beast, al war wilh each other, carrying clubs and
projectiles, and celebrating a victory with dance and animal figures in the
movemenl. Al that limes, these paintings represent animals as Gods. In India,
prehistoric rock paintings came to light when Archibald Carlleyle of the
Archaeological Survey of India discovered rock paintings which he thoughl dated
from the Stone Age at Sohagihat in the Mirzapur district of Uttar Pradeshin 1867
and 1868. These paintings today provide an insight into the life of the people who
painted them. In 1881 1. Cockburn found fossilised rhinoceros bones in the valley
ol the Ken River in the Mirzapurregion as well as a painling of arhinoceros hunted
by three men in a shelter near Roap Village. In 1924, Sir John Marshall, Rai
Bahadur Daya Ram Sahni, Madho Sarup Vats, Rakhal Das Banerjee, and E. J. H.
MacKay led excavations on the banks of the river Ravi and Indus, leading to the
discovery of civilizailon thousands of years old. The seals, coins, slatuetles, and
lerracottas found at these sites have animal figures painted or carved. The next set
ol ancient Indian cave paintings available today are the [rescos of Jogimara, Bagh,
Badami, Sittanvasal, Armamalai and Ajania.

Dating from the 1st Century BCE to the 7th Century CE, the main theme of these
Irescosis the life of Buddha and Jataka narratives mainly in Ajanta caves which are
related 1o Brahmanical-Hinduism at Badami and Jaina themes at sillanavasal and
painted. These are representative works of the finest qualily. Protrail faces are
renowned world wide fortheir expressive [aces, eyes and hand gestures. The mosl
well known amongst the Indian painted caves, the Ajanta complex has 29 caves,
including anunfinished one. Ajania was a monastery where Buddhist monks lived,

Painting
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Fresco amd Tempera in Indinn Art

studied and held learned discussions. The purpose behind painling the various lives
ol Buddha here was to remind Lhe monks of their ideals and the hardships he faced
on his journey lowards enlightenment. Ajanta paintines show familiarity and
interest in details of conlemporary everyday life as well as mythology. They depict
Apsaras and Gandharvas, Gods and Goddesses, royal personages and paupers.,
courlesans and monks, animals and birds, wild and pel animals, lrees-vines-
creepers-bushes. The colour scheme is sophisticated, and the lines masterful. The
Ajanta painters followed the Shadanga, or six paramount rules of arl, yel gave [ree
rein to their imagination. Though all Ajania frescoes are imporiant pieces of arl,
Padmapani Bodhisattva, Yashodhara and Rahul, Chhadantajataka. The Cruel
Brahmin, Shibijataka Vessanlara, the Flight of Nanda are masierpieces which
continue to surprise the world. The pigments, all derived [rom natural waler-
soluble substances kaolin chalk for while, lamp sool for black, glauconite for
ereen, ochre for yellow, red and brown from local iron-rich clay and imported lapis
lazuli for blue, were thickened with glue and added only after the undercoat was
completely dry.

@ OBJECTIVES

After studying the lesson, the learner will be able to:

e describe frescoes in Indian painling;

# learn Lhe process of making [rescoes;

e state the background of Ajanta painlings:

e explain the pigments used in Ajanta paintings;
e name the jalaka stories;

® describe Shadanga.

12.1 FRESCO

Firsl, you need o know aboul the fresco technique.

Basic Information

Fresco is a technique of mural painting in which the painting is executed upon
freshly-laid or wet lime plaster. Waler or water mixed with lime is used for the
pigment lo merge with the plaster. As the plaster sets, the moisture evaporales, and
the Calciumin the lime turns into a fine layer of Calcium Carbonate on the surface
of the painting. This protects the colours.

Painting
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Lime: In a terracotta urn, lime is mixed with water and lell to settle. This allows
for the impurities Lo settle al the bottom. The longer lime is allowed Lo settle, the
smoolher the finish.

Marble powder: The high percentage of mica and earth in river sand can lead o
cracks in the plaster. This makes marble powder a belter oplion.

Wall: The wall is the base on which a frescois execuled. While selecling a wall for
a fresco, the points to be kepl in mind are:

1. Tt should be in an airy area.

2. It should have no damp patches.
3. It should have no cracks.

4. It should not be new.

Il the [resco is to be execuled on the ceiling, it should have venlilators close
lo the level of the ceiling for proper ventilalion.

Fig. 12.1: Dying Princess

Since frescos are execuled on surfaces rich in lime and the pigments also use lime
as a binder, the colour palette becomes limiled because chemicals present in
pigments react to the calcium present in lime. Hence the Indian painter used
Ramraj, Hirmich, Hingul, ochre. indigo, lamp sool or coal dust and various
combinations for frescos.

The pigments were powdered in a pestle, sieved. mixed with water and kept as
liquids. Hingul, sindoor elc. were ground with sheep’s milk and clarified with
lemon juice.

Painting

MODULE - 3

Method and Material
used in Drowing and
Painting

Notes




MODULE - 3

Method and Material
used in Drawing and

130

Painting

Notes
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Title . Dying Princess

Medium : Tempera

Period :  5th century C.E.

Location : Cave 16, Ajania, Maharashira, India.
Artist :  Unknown

General Description

One of the finest paintings at Ajanta, “The Dying Princess’ represents the last
moments of Sundari, lthe heartbroken wife of Buddha's brother, Nanda, who lefi
her to become a monk. Emolion and pathos are expressed here by the controlled
turn and poise of the body, and the eloguent gestures of hands and eves. The dying
princess is reclining against a bolster, and a female atlendant is holding her. The
bent head of the princess. her lowered eyes. the drooping limbs and the sad, lense
female attendants; all hint at imminent death. Though deserted by her husband, in
her last moments, the dying princessis surrounded by deeply concerned atlendants.
One is fanning her while cluiching her own heart in grief. In an attached chamber
stand two other allendants, one with a Persian cap and another with a distinctly
Afro-Asian face signalling someone Lo bring something. Her eyes are wide with
fear. Yel another is checking the princess’ pulse, sensing death inch closer.

. INTEXT QUESTIONS 12.1

Choose the most appropriate option.

1. Inwhichcaveisthe ‘Dying Princess’ painted?

(i) Cave No. | {ii} Cave No. 2
(iii) Cave No.5 (iv) Cave No. 16

2. What is the medium of the painting Dyeing Princess?
(i) Tempera (ii) Washtechnique
(iti) Ink of paper {iv) None of these

12.2 THE PRINCE AND THE PRINCESS

Dear learner, let us understand a Mural painting in tempera medium.

Basic Information

This mural painting is one of the many depicting the slory of the righteous prince
Vessantara. In this panel, Visvanlara is seen consoling his distraughi wife in a
palace pavilion. Nearby, a queen. wilh her altendants, stands in an allitude of
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unmistakable dignity. And the window over them shows tlwo women in medilative
mood. The architectural detail, the facial expressions of the secondary figures; in
[act, the total composition make ita singularly beautiful depiction of love. The fine
balance of facial features, the expressive glance and hand gestures, the rich
ornaments and the drape of luxurious fabrics are typical of the Ajanta school.

‘ig. 12.2: The Prince and the Princess

Title : The Prince and The Princess
Medium I Natural colours on mud plaster
Period : 6th century C. E.

Location : Cave 17, Ajanla, Maharashtra, India.
Arlist H Unknown

General Description

The seventeenth cave has a fresco depicling a momentous scene from Lhe life of
Prince Vessantara where he is lelling his wife that he has been banished from the
kingdom for giving away the auspicious white elephanl. In one of his previous life,
Buddha had been the generous Prince Vessantara, who was married to a beautiful
princess called Madri. He had a white elephant which was considered Lo be
auspicious for the kingdom. One day, when a delegation from a neighbouring
kingdom came Lo seek his help because they were facing a drought, Vessantara
gave lhem the white elephant so il might bring rain (o their Kingdom.

This angered the people of Visvantara’'s kingdom, who asked his father to banish
the prince from the kingdom.

Painting
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. INTEXT QUESTIONS 12.2

1.

Whal is the theme of the Ajanta paintings?

Why was prince Visvantara banished from his kKingdom?

3. Which cave is the ‘Prince and Princess’ located?
4,

Which technigque of painting was used (o painl the *Prince and Princess’?

123 MARA VIJAYA

You will learn aboul another mural arl, Mara Vijava.

Basic Information

In the Buddhist tradition, Mara is the deity of desire who tries to distract Buddha
wilh Lhe help of his horde of altendants. Mara’s allendanis include nubile young
women and cruel and lerrible goblins. He has magical powers, which he uses lo
[righten people. His aims Lo stop Buddha from achieving Nirvana, i.e. cessation
of hate, anger and desire. Mara Vijaya symbolizes the determined mind’s conquest
over distraction.

132

Fig. 12.3: Mara Vijaya
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Title ;. Mara-Vijaya

Medium :  Natural colours on mud plaster
Period : 3th century AD

Findingsite : Cave |, Ajanla,

Artist ;' Unkown

General Description

This large (12 x 8) mural depicts Buddha's conquest of Mara. As Buddha inches
close to achieving nirvang Mara sels his attendants to distract Buddha from his
path. Inthis panel, Buddhais sitling in the classic Dfivan Mudra. He is surrounded
by the beautiful daughters of Mara trying to lempt him. adwarf trying to scare him,
a lerrible person lunging al him witha sword in hand, and many other cruel ligures
add to the frightful army of Mara. Impervious Lo this terrible circus, Buddha sits
in deep conlemplation. One female figure sils in a pose of repenlance. She has
perhaps become aware of her sin.

The Buddha is shown with his left hand in his lap, palm facing upwards. and his
right hand on his right knee. The fingers of his right hand touch the earth Lo call
the earth his witness for defying Mara and achieving enlightenment.

In this mural, the Ajanta masters have created an unequalled assemblage of ugly
ligures. The stark conlrast between the serenity of Buddha and the violent horde
of Mara is stunning.

. INTEXT QUESTIONS 123

1. Whal does Mara Vijaya symbolize?

2. Where is *“Mara Vijaya’ located?
3. In*Mara Vijaya® whal posture is Buddha sitting in?

{Q‘ ACTIVITY

Visil an art gallery and collect some information aboul the tempera medium and
two illustrations or pholographs in lempera medium. Now paste the pholographs
in A4 size paper and write briefly aboul the tempera medium.
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used in Drawing and 12.4 BULL FIGHT
Painting

MODULE -

You know that Ajanta frescoes are important pieces of arl. Letus learn Bull Fight in
temperamedium.

Basic Information

Ajantaisa verilable gold mine of artworks. The pillars, walls, ceilings, and brackets
are all painted with scenes and motifs connected with Buddha. Keeping real-life
ralios and proportions in view, human, animal, plant, divine figures have been
painted in great detail. The Ajanla painters were familiar with all aspects of
contemporary life; they have painted court scenes with the same finesse as the ones
from pastoral life. They delighted in painting dynamic figures. The fighting bulls
painted on a bracket in Cave 1 are an example of the Ajanta masters’ craft.

Fig. 12.4: Bull Fight

Title :  BullFight

Medium : Natural colours onmud plaster
Period : SlhcenturyAD

Findingsite :  Cave |, Ajanta, Maharashtra
Artist :  Unkown

134 Painting
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General Description

This dynamic depiclion projects the strength and force of the fighting bulls. Their
handsome muscular bodies, pointed horns, raised tails, and large humps mark them
as leaders of a herd. Their horns are locked, and their hooves lamping the ground,
their nostrils llared aggressively. The artist has painted the opponents in different

colours, and carrying the idea of contrast further, has painted their tails and legs
in different postures. The viewer can sense the raw animal strength of the fighting Notes
bulls. The flow of lines is 4 remarkable feature of the composition.

. INTEXT QUESTIONS 124

1. Whereis the *Bulllight” located?

\

2. How has the artist crealed contrast in the “Bull fight™?

3. Whyisthe ‘Bull fight’ a significant mural?

@" WHAT YOU HAVE LEARNT

Freses amd Tempera
|
| | |
Fresco Tempera
l l
Dwyeing Princess I |
{Example) Prince and Primces Marn Vijuya
(Examplc) (Examplc)

Tempera medmum | |

| Tempera modium Tempora medium
5th Century period [ x

f Leagmine OurcoMes |
The learner can

¢ use the natural pigments in the drawing and painting;

e use [resco mural painling technigue in any art objects available their own
house.

Painting 13
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8

ﬁ TERMINAL QUESTIONS

. Describe in detail fresco Indian Art?

Wrile a paragraph on the *Dying Princess’.
Describe the “Bull fight’ in cave | in Ajanta cave.

Ll R

Which are the main sites of Indian cave paintings executed between the 1st
century BC and the 7th century AD? Wrile in detail.

Describe the “Mara Vijaya’ panel at Ajanta.
Describe the *Prince and Princess’ panel at Ajania.
Explain the condition of the princess.

What are the imporiant features ol Ajanta figures?

© % N o W

Whal is the size of "Mara Vijaya'?
10. What is the dwarf trying to do in “Mara Vijaya'?

[ ]
ANSWERS TO INTEXT QUESTIONS

12.1
1. (iv) Cavelé
2. (i) Tempera

12.2
1. Thethemeof Ajanta paintings is the life of Buddha and his various incamations.

2. Prince Visvantara was banished from his kingdom because he had given away
Lthe auspicious while elephant to the neighbouring kingdom.

3. The *Prince and Princess’ mural is located in Cave 17 al Ajanta.

4. The mural, the *Prince and Princess’ has been painted in tempera technigue.

12.3

1. “Mara Vijaya’ symbolizes the delermined mind’s conquest over distraction.
2. *Mara Vijaya’ is located in Cave 1 at Ajanta.

3. In *Mara Vijaya’ Buddha is silting in the classic Dhyvan Mudra.

Painting
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124
1. The bullfight is painted on a brackel in Cave | at Ajanta.

2. The pillars, walls, ceilings, and brackels are all painted with scenes and motifs
connected with Buddha.

3. The *Bull fight” is a significant mural because il shows the Ajanta painters’
maslery of line and their knowledge of ratio and proportion in animal bodies.

GLOSSARY

paupers poor people
courlesans courl dancer
incarnations rebirth

ooblins mischievous fairy
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DRAWING AND PAINTING
WITH DRY MEDIUM

In the previous lesson, we learnt about Fresco and Tempera in Indian art. In this
lesson, we will learn about drawing and painting with a dry medium. Since humans
learnt to draw a line on a rock, they have been searching for a medium which would
aid in translaling imaginalion info a visual work. Prehistoric cave painlings are
examples of man’s wish o document his environs as well as express his abstract
wishes and desires. The hunling and grarzing scenes, dancing figures, and armed men
of the ancient rock paintings represent scenes fromdaily life. The coins, pots and jars,
loys and [igurines excavaled al Harappa and Mchenjodaro indicate the artists’
longing for aesthelic experience in day-to-day life. A man required some means Lo
express this deep-rooled desire of his hearl. Amongsl these means, colours were of
paramount importance. In this lesson, we will learn about dry media.

It is difficult to paint without colours, but colours were not always accessible.
Charcoal has been a favourile medium of arlists when il comes Lo drawing and
shading. Charcoal has an intensity whichis difficult to replicate with a pencil. Dry
colours do away with the need for water Lo mix colours. Some popular dry colours
are pastel colours, pencil colours, crayons and charcoal stick. The artist applies
them directly on the surface (o be worked upon.

@ OBJECTIVES

Alter studying the lesson, the learner will be able 1o:

e differentiale between pastel and pencil colours;

e learn about the different dry media used in painling:

Painting
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e differentiale the differences between different media and their respeclive IFES e —_—
qualities; Painting
® learn how to use simple and water-soluble pencils:
e learn lhe precautions Lo be laken while working wilh a charcoal stick;
¢ decorale theirhomes and surroundings with coloured powders easily available
al home: -
i . i Notes L—
e describe the gradation of lead pencils.
e identify the works of a greal masler.

13.1 DRY COLOURS MEDIUM AVAILABLE AT HOME

Dear learner, first, you need to know aboul the dry medium used in painling.

Basic Information

Dry colours available al home are generally used for making designs (o mark
different festive occasions like weddings, a birthday, a birth in the family elc. It is
an ancient tradition in India and one of the oldest art forms. Such as mandana in
Rajasthan; chaukpurna in Chhaltisgarh and Ultar Pradhesh; alpana in West
Bengal; aripana in Bihar.

Fig. 13.1: Puja ka Chauk
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Generally practised by women and children, Rangoli is crealed using malerials
available at home. These include coloured rice, different coloured lentils. coloured
Mour, flower petals and leaves, lurmeric powder (haldi), vermillion (Sindoor),
naturally coloured sand. crushed gypsum (while), yellow ochre, red sandstone,
charcoal, powdered roots and bark. Gulal or vibrantly coloured powders are easily
available in the market and come in handy for crealing beautiful designs. Dried
flower petals and leaves are also lavoured for making rangoli designs.

Title :  Puja ka Chaok

Materials :  Wheal orrice four, lurmeric powder, vermillion, mehnndi/
heana powder

State of origin  :  Ultar Pradesh

Artist : Unknown

Period : Conlemporary

General Description

The Noor is cleaned thoroughly. The outline is drawn of a square with mehandi/
henna powder. The outline is followed with a thinlayer ol mehandifhenna powder.
Twao horizonlal and two vertical lines are placed with wheal or rice {lour on the
green ground. There is a square with nine sections. In the cenler of the ground,
make a sign of Goddess legs (Lakshmicharan) using vermillion. Around it, the
decorative circular border with lurmeric powder is made of outlines ol flowers in
the outer sections with turmeric are drawn and filled the outlines with vermillion
and rice powder.

. INTEXT QUESTIONS 13.1

Fill in the blanks:

1. Puja Ka Chauk made with dry colours available al home by .................. ?

2. Two horizontal and tWO ....cccevenees lines are placed with rice flour on the
1 o

3. Dry colour mixed with ..................

13.2 PENCIL

Dear learner, you know that pencil is a popular medium of artisls lel us know more
aboul the medium.
Basic Information

A pencil is a wriling implement and also an arl medium. It has been instrumental
intaking art and literature to the masses. The word pencil is derived from the Latin
word “Pencillus™ which means a small brush, German Renaissance painler

Painting
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. : . Method and Material
Albrecht Durer (1471-1528) worked in silverpoint and charcoal throughout his sinad in mem"a;m

career, but as these media required special surfaces to work upon, they gained Painting
popularity only a short lime. In 1560, taking inspiration {rom the burnt roots of a
tree uprooted during a hurricane, Graphite invented the first pencil. The search for
a better, more convenient pencil led to the introduction of the first graphite pencil
in 1662.In 1761, Faber established the eponymous pencil manufacturing company.
Nicolas-Jacques Conte of France [irst patented the graphite pencil made of

Notes ="

powdered graphile and clay in 1795. The pencil continues (o evolve, and Lo date,
remains a means of imparting shade and texture to work. Pencils across the world
are graded on the European system using a continuum from “H™ (hardness,
contains more clay, less graphite) to “B" (blackness, conlains more graphite, less
clay). The standard drawing pencil is graded. HB Pencils are available in various
hardnesses (H to 9H) and blacknesses (B to 9B). Coloured and waler-soluble
pencils are also available in the markel. Depending on his convenience and need,
the artist uses different-grade pencils to impart shade to work. Generally, 4B and
6B pencils are favoured for shading work.

Fig. 13.2: Portrait of Dora Maar
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Title : Portrait of Dora Maar
Media 2 Coloured Pencil

Period : 1937 CE

Artisl : Pablo Picasso
Collection : Musee Picasso, Paris
General Description

This is one of a series of portraits of Picasso’s muse and lover Dora Maar in pencil
colours. Picasso was a Spanish painter famous for his Cubist works and known as
the father of Cubism. Cubism came into existence in 1907 and is considered the
mostinfluential art movement of the 20th century. In Cubism. instead of depicting
objects from one viewpoini, the artist depicts the subject from a multitude of
viewpoints lo represent the subject in a greater conlex! - objects are analyzed,
broken up and reassembled in an abstract form. Pablo Picasso™s works show all the
characteristics of Cubism.

Dora Maar was a photographer, poet and intellectual in her own right. In this
portrail, Picassoexperimenis with astriking off-set profile indisjunclive, impossible
combination with a frontal view- the nose becomes an extension to the face on
which the “far” eye is seen looking siraight at the beholder. Picasso exploited
Cubism Lo represent the essence of the sophislicaled., lemperamental Maar- the
fingernails painted wilh red polish, the long, graceful hands, Lthe pose, the black
hair, the large, dark and staring eyes, the round, willul chin. The face is given
volume by a play of colours and lighting. The expressionis pleasant but distant; the
eyes sparkle with life and intelligence.

. INTEXT QUESTIONS 13.2

Match the following:
|. PabloPicasso (i) Cubist work
2. Picassopainting (ii) Coloured pencil

3. Medium of portrail (iii) Spanish painter
133 CHARCOAL
Charcoal is a favourile medium of artists. You will getl Lo know aboul the medium.

Basic Information

Charcoal sticks are usually produced by slowly heating wood or other substances
in the absence of oxygen. This ancient mediumis light, brittle and uniformly black.
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Drawing and Painting with Dry Medinm '

One needs (o be very careful while working wilh a charcoal slick. Being briltle, il
tends to leave dusty residue on the surface, which could deface the drawing. To
avoid this situation, keep your hand a little above the surface. Once the painting
is finished, treat it with a colour fixer and cover il with tracing paper. Earlier made
by burning sticks or vines in akiln, charcoal sticks are now available in convenient
and non-messy formals. They are now made of finely ground organic malerials
bound together by gum or wax. Charcoal pencils are thin sticks ol charcoal
wrapped within a layer of wood. However, high-grade charcoal sticks are still
made the old-fashioned way by burning bamboo sticks in a kiln without air.
Charcoal is the favoured medium for ‘on-the-spol” sketching and even portrails.
Moreover, il gives greal resulls on grainy lextured paper and canvas.

Fig. 13.3: Girl with Goat
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Title : Girl with Goat

Media : Charcoal on pastel board
Period : Circa 2007

Size . 24' % 208

Artist : Parilosh Sen

General Information

Leading modern Indian painter Paritosh Sen execuled this work in 2007. Done on
a brown pasiel board in charcoal, it shows a girl holding her pel kid in her arms.
She looks a little starlled; the irises in her large eyes are visible. The band is just
above her hairline, and the two nose pins on both sides of her nose hint al her
indigenous origin. Her thick and curly hair frames her shapely face almosl like a
cloud. Economic. skillful strokes create anillusion of voluptuousness. The girl and
Lhe kid are at ease with each other. The artist has tried lo evoke the beauty of nature
through the girl: her face and eyes are shaped like leaves. her nose is shaped like
a young lotus bud, her arms are like shapely trunks and the hands are like
blossoming buds. The sense of securily is evident in the Kid's eyes loo. Charcoal
stick. pastel board, canvas, tracing paper, soft white rags to wipe hands are used
by the artisl.

. INTEXT QUESTIONS 133

1. Which woods are used for making high-quality charcoal?

2. Whal are the precautions o be taken while working in charcoal?
3. How has Paritosh Sen tried to depict the girl?

* ACTIVITY

Collect different dry mediums used in painling. Draw a beautiful composition on
1/4-sized paper wilh the dry medium. Maintain the colour balance in your artwork.
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Now, you will learn another dry medium pastel.

Basic Information

The name “pastel” comes from the Latin word pastellus, which means paste. A
pastel stick 1s shaped like a chalk stick and is wrapped in paper. There are several
brands of pastel colours available in the markel today. They are made by mixing
finely milled pure powdered pigment with a small quantity of glue, wax, or oil.
Pastel colours give Lhe effect of dry colours and have a subdued effect, but do not
crack or discolour. The pastel medium is a comparatively new lechnique. [t
gained popularity only in the 18th century when a number of notable French artists
made pastel their primary medium.

Fig. 13.4: Race Conrse

Pastel techniques are challenging since the medium is mixed and blended directly
on the working surface. Unlike other media, pastel errors cannot be covered or
erased away. Pastels have some lechniques in common with painting, such as
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blending, scralching, special shade, linting and shading. *From light to dark” is the
general rule in pastel. but lighter shades are applied over darker shades o create
aneffect olinlense licht. Working in pasielsrequires palience and praclice. Paslels
are somelimes applied Lo lextured or linted surfaces for greater effecl. The artist
must balance cold and bright tones in his work. Ordinary board or any oil-based
paper, pastels in varying softness, colour fixer, painting knives, and lracing paper
are the basic materials required.

Title : Race Course
Media i (il pastels
Period : circa 1895
Artist : Edgar Degas
General Description

In this work, Degas has put his academic Lraining to good use. He has created a
scene whichis a fairmix of landscape and figuresin the movement. This isa sunny
scene. The sky is highlighted by a touch of gold; the hillocks are dusted wilh pinks,
ereens and browns. The use of various greens on the ground underscores the
lexture of the land. The dilferent colours and drapes of the rider’s attire show the
artist’s grasp on his medium and subjecl.

Degas was a master of both nature study as well as life study. In this scene al the
race course, Degas used orange and golden yellow shades lo show sunlight on the
hillocks. Defl use of greens and browns brings the ground Lo life. Since pastel
colours are opaque, the artist has used the knife to create an impression of lush

orass.

. INTEXT QUESTIONS 134

1. What is special about the allire of the riders in the *Race Course’ painling?
2. What is the effect of pastel colours in *Race Course’?

3. Asan artist, what was Degas’s speciality?
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LeEarnmc OurcoMEs
The learner can

e apply the dry medium in their own drawing and painting;
e use dry colours to decorate their [loor of houses at festival.

a
g TERMINAL QUESTIONS

Which woods are used for making high-quality charcoal?

‘Whalt are the precautions o be laken while working in charcoal?

Wrile a note about the charcoal stick.

What does the girl’s posture in the portrait of Dora Maar painting suggest?

What does the kid’s posture in Girl with goal painling suggest?
Who was ‘Dora Maar'?
What is the medium of *Portrail Dora Maar™?

S w R W=
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l Drawing and Puinting with Dry Medinm

8.  Who was Pablo Picasso?
. What characterized a Picasso painting?
10. What is Cubism?
11. Wrile five sentences about a charcoal stick.

12. What does the kid’s posture sugges! in the painting ‘Girl with Goat’?

“' ANSWERS TO INTEXT QUESTIONS

13.1

. women 2. vertical, ground 3. rice flour

13.2

1. Dora Maar was Picasso’s muse and lover. She was a pholographer and an
intellectual in her own right.

2. Pablo Picasso was a Spanish painler.
3. His speciality was his Cubist works.

13.3
1. Grapevine and bamboo are the woods used for making high-quality charcoal.

2. Charcoal leaves a dusty residue on the work surface, which canruin the work.
Toavoid smudging, the artist must keep his hand a little above the work surface
and fix the work with a colour fixer once it is complele.

3. Paritosh Sen has used the leal motif in this painting.

134
1. The painter has shown the riders wearing different coloured allire.

2. Pastel colours give the effect of dry colours and have a subdued effect, bul do
nol crack or discolour.

3. Degas was a master of both nature study and object study.

GLOSSARY
Graphite black lead
Muse inspiration

Abrasive something used for rubbing
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MURAL AND PRINTING

In the previous lesson, we learnt about drawing and painting with a dry medium.
In this lesson, we will learn aboul Mural and Printing.

Man, thought to be the most intelligent of beings, firsl began (o draw and paini
images tocommunicate his ideas to other human beings when there was no spoken
Ianguage. The history of art is, in a way, the documentation of the aspirations and
values of mankind. As evident from the rock paintlings, human beings have been
painling for more than 30,000 years. Beginning with primitive themes and
technigues, mural art (a mural is any artwork painted or applied directly on awall,
ceiling or an other large permanent surface. ) developed along with the human race.
From Lhe early rock painlings depicting a hunting scene, lhe ancient murals in
Ajanta, Ellora, Bagh, Badamiand Sittalavasal ( 100 CE - 600 CE) lo contemporary
wall art, mural art has come a long way indeed. Mural art now includes large panels
later stuck on awall or ceiling permanently. [1s chiel mediums are fresco, lempera,
oil colour, watercolour, engraving and glass. Printing isa centuries-old technigue
which has its roots in folk art.

Common people used rudimentary printing (o decorate walls, Moors, lerracotta
ware and even their bodies for certain rituals. They used natural colours and their
palms and fingertips to create murals on walls and floors. Gradually they began o
use various vegetables, clay, stone and wood for making blocks to create elaborate
designs. Over the ages, printing developed inlo a lextile-printing technigue using
blocks with raised printing surfaces. which were inked and then pressed onto the
fabric to creale fancy sheels and dress malerial. The technique was further
developed to print documents and books.

@ \ OBJECTIVES

Alter studying the lesson, the learner will be able to:

e describe the dilferent lechnigues ol printing;

Painting 149




MODULE -

Method and Malerial
used in Drawing and
Painting

describe the materials required and media used for different lechniques;

differentiate the differences between the different lechniques;

use these techniques in theirwork;

develop theircreative skills:

appreciale the painting of Ajanta.

MNotes
14.1 MURAL - AJANTA

Dear learner, first, you must know about mural painting.

Basic Introduction

The Ajanta caves came to light in 1819 when a British Army officer John Smith
accidentally discovered the entrance to Cave No. 10 deep within the tangled

Fig. 14.1: Padmapani Bodhisattva
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undergrowth while hunting a liger. Withina few decades, the caves became famous
for their unique paintings. These caves had been excavated in dilferent periods
{2nd cenlury B.C. - 6thcenlury A.D.) in a horse-shoe-shaped bend of rock surface.
There are 29 caves in Ajanta. including an unfinished one. Oul of these. live (cave
no. 9, 10, 19, 26, and 29) are Chaitvagrihas where religious disourses were
conducted, and the rest are viliaras or living quarters {or the monks. Though all
the caves had been painted, today, only caves 1,2,9,11,16and 17 have discernible
murals: the rest have been lost due to neglecl and the ravages of lime. The general
theme ol Lthe paintlings on the ceilings, walls and pillars of the cavesis the depiclion
of various Jatakastories, the Bodhisaltvas (enlightened being/a person whois able
loreach nirvana but delays doing so through compassion for suffering beings) and
incidents associated with the life of Buddha. The ceiling decoration invariably
consists of decorative patlerns, geometrical as well as floral. The variety of
subjects, the details in the paintings, the dexterity in rock cutling and the
architeclural finesse suggest thatl before they renounced il, the monks had known
the world and its processes well.

Title : Padmapani Bodhisatva

Medium : Mud plaster on the wall and natural colours
Size 5 174 cm

Period I 2nd to 6th CCE

Collection : Ajanta Cave no. 1. Aurangabad, Maharashira
Mural 2 Padmapani Bodhisattva

General Description

This lifesize mural in Cave | isa marvel of Indian painting. The delicate and elegant
Bodhisatva is adorned with classic Indian jewellry fit for a man of noble birth. He
is adorned with pearls, amethyst, lapis lazuli and other gems. On his head is a
magnificenl crown, which at some point was very likely coloured in rich detail but
has faded now.The crown signifies his royal lineage. The blue lolus blossom in his
right hand (and this is why he is named Padmapani, in Sanskril Padma is the lotus
blossom and Pani is the hand) represents his spiritual awakening. His eyes are
lowered in a meditative state. His calm, fine-featured face, his proportionate body,
and his stance conflirm the ideals of the refined man sel by the ideals of the
Bodhisattva. The harmonious lines, the combination of jewel and earth tones, the
composilion of the mural underline the high sophistication of the artist, Hammer
and chisel to create a surface for the mural.

The craltsmen first created an almost plane surface on the rockface with a chisel
and hammer. Then the surface was prepared with arough layer ol earth mixed with
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rock-gritorsand, vegetable fibres, paddy husk, grass. A second coat of mud mixed
wilh [ine rock powder or sand and [ine {ibrous vegeiable material was than applied
over it. The surface was finally finished with a thin coat of lime wash. Over this
surface, outlines were drawn boldly then the spaces were filled with requisite
colours.

The Ajanla painters had a limited range of colours al their disposal. Colours and
shades utilised vary from red and yellow ochre, lerra verte, (o lime, kaolin, gypsum,
lamp black and lapis lazuli. Some vegelable colours have also been used.

. INTEXT QUESTIONS 14.1

Choose the most appropriate option.
1. What is the total number of caves al Ajanta?

{i) 30caves (ii) 20 caves
{iti) 10caves {iv) 5caves

2. What is the medium of the mural?
{i)  Wash (ii) Tempera
(iti) Ink {iv) Allof these

14.2 PRINTING

We have learnt aboul mural art, now let us know the block printing.

Basic Information

Blocks for printing are made with wood. rubber, wax, soap elc. The desired fizure
is traced on the [lat surface, and the superfluous parts are carved away. Normally
black or coloured ink is used for prinling. Depending on whal they are made with,
blocks could be used lor years. The advantage of the block printing technique is
that a large number of copies can be crealed in a short time. And all copies are
uniform.

Block printing could be used for making producls like greeling cards, gifis,
stationery, paper bags, and lamp shades. The list is endless. This system of printing
does nol require Lhe images Lo be finished separately.

Title :  Linocut

Medium :  Block print with linocut
Period : Conlemporary

Artist 1 Unknown

Collection :  Privale
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Fig. 14.2: Linocut

General Description

This print is a harmonious blend of [Moral molifs and scripl. There is aninner balance
in the combination and juxtaposition ol curves and straight lines, foral and
seomelric shapes. The print gives a feel of being Lhree-dimensional. The use of
more than one colour creates an ambience of vibrancy. The desien for printing has
been engraved on a linoleum block.

The design is carved on a lino block with a knife, Once the carving is finished,
colour is spread on a [lat surface. The carved surface of the block is brought in
contacl with the colour and lifted. The block is then gently pressed onlo the
drawing sheet to create the imprint. and then lifted.
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. INTEXT QUESTIONS 14.2

1. What are printing blocks made of?
2. How many times could a block use?

3. Inprinting linocul, how many steps are involved in linishing the print?

14.3 PRINTING WITH VEGETABLES

Now, you will learn a very inleresling ariwork, printing with vegeiables.

Basic Information

This lechnique is used when the same shape is repeated repealedly, but very slight
changes in shape are acceplable. Polato/ yam/ sweel polato, okral ladylinger.
capsicum/ bell pepper, onion, and lotus slem are cul cross-seclion-wise Lo obtain
decorative shapes and used as blocks. The fgures thus printed are similar bul not
the same. For example, okra/ladylinger, capsicumv/bell pepper, and lotus stem
when cul cross-section-wise, yield prelty floral shapes. Beautiful designs could be
crealed by placing them in differenl combinations. A large potalo/yam/sweel
potato cul lenglh- or cross-section-wise could be used for making a block for

Fig. 14.3: Printing with Vegetahles
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prinling numerals, letters or simple shapes. Care needs to be taken lo carve mirror
images of the numerals and letters. so the numerals or lelters come oul right in

prinl.

Title : Print with Vegetable Blocks
Medium : Printling with vegetable blocks
Period d Conlemporary

Arlist 2 Unknown

Collection : Privale

General Description

The work has been created combining different floral. leaf and animal shapes. The
blocks for this have been made using cross seclions of okra/ladylinger, capsicum/
bell pepper. lotus stem and potalo/ yamy/ sweel potalo. The flowers and leaves look
real, and so do the tortoises printed with capsicum/ bell pepper block. A good
model of a simple technigque. Okra/ladyfinger, capsicum/ bell pepper, and lotus
stem were cul in cross sections to make blocks for prinling. The blocks were
dipped in colour and gently pressed onlo the sheel Lo create impressions. The leaf
printl was crealed with a potale/ yam/ sweel potato block; another potato block
was made for printing the script/word. Care was taken to carve the mirror image
of the word in reverse so the image would come out right. Paint and brush have
been used lor lurning capsicum/ bell pepper impressions into tortoises and join the
floral and leal shapes 1o creale images of planis.

- INTEXT QUESTIONS 143

1. How does this lechnique make the creation of images easy?

2. Which vegelable is used for making blocks for printing letters/numerals?

14.4 PRINTING WITH FINGERS AND THUMB

Now, let us learn to creale images of impressions using thumb and finger on the
paper.

Basic Information

This simple and easy lechnique uses the thumb and [inger impressions for crealing
images using ink, watercolour, 0il colour, poster or acrylic colours. It offers great
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variely and creativity. The lip of the [inger or the thumb is smeared with colour and
pressed onto the surface to be painted. This leaves a textured image on the surface,
which could be given a new form using a few pencil, pen or brush strokes. This
technique can be used for painting differenl kinds of materials to make tasteful
utility and decorative producls.

<

Fig. 14.4: Bear. Tiger and Birds

Title : Bear, Tiger and Birds
Medium : Thumb printing

Period : Conlemporary
Collection : Private
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General Description

The figures created using thumb, palm, and sole impressions are lively and
inleresting. The print's texture adds dimension and makes theimages life-like. The
birds roosling on a tree branch have been created with thumbprints. Judicious
brush strokes have turned a few thumb prints into a lively lock of birds in the
conlerence. The bear and liger have been created using sole and palm impressions,
respectively. Brushwork has been used to develop the outline into full-fedged
images. The composition and colour combination in work is remarkable. First,
thumb and finger impressions were made on the sheel. Then brush strokes were
used to turn them into lively birds. A tree branch and leaves painted beneath the
birds have made the prelly scene come alive. Similarly, a palm and a sole
Impression were lurned into a [rolicking bear and a startled liger, respectlively.

. INTEXT QUESTIONS 144

. Which parts of hand is used in the technique?

2. How is the colour applied in thumb print technique?

3. How is a brush or pen used in print technigue?

"J\ ACTIVITY

Select some vegetables, like lady finger, potato, onion etc. Take an A4 size white
arl sheel and posler colour. The design [or this you will be made using cross
seclions of lady finger, potalo, onion elc. These are dipped in wel colour and gently
pressed onto the sheel lo creale a balanced composilion.

Painting

MODULE - 3

Method and Material
used in Drowing and
Painting

Notes




MODULE - 3 Mural and Printing

Method and Material
used in Drawing and

Painting

@" WHAT YOU HAVE LEARNT

Printing Technigques
|

Notes

The learner can

& use lhe prinling lechnigue in their artwork;

¢ use Lhe block printing lechnigues lo decorate their houses, dresses and
other objecis.

[ 4
s B || TERMINAL QUESTIONS

1. Describe the different technigues and mediums of mural making.

Why and how did printing come into existence?
Write in detail the different techniques of printing.
Expain the vegetables used for block printing.
List in detail the uses of printing.

Why are letters/numerals carved in reverse?

How is prinling technique difTerent from other lechnigue?

N I

Which cave is the sile of the Padmapani Bodhisattva?
How were the while, green and yellow colours made for this mural?

10. Why is the particular figure named padmapani Bodhisattva?
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ﬂ" ANSWERS TO INTEXT QUESTIONS

14.1
1. (1) 30caves
2. (i) Tempera

14.2

1. Blocks for printing are made with materials like wood. rubber, wax., soapelc.

2. Depending on whal they are made with, blocks could be used for years, and
uniform copies could be created in laree numbers.

3. The system of printing allows lhe images to be finished in one go.

14.3

1. Thistechnique makes the creation ol images easy because the same block can
be used for making several copies quickly.

2. Polatoe/ yam/ sweel potalo is used for making blocks for printing letters/
numerals.

144

1. The thumb and lingers of the hand are used in this technigue.

2. Inthistechnigue, colouris firsl applied to fingertips and then pressed onlo the
surface.

3. In this technigue, a brush or pen is used (o finish the work.

GLOSSARY

Jataka Stories of Buddha's earlier births

Lapis Lazuli A Glue green rock 1o use as the pigment of colour
ambience surrounding

Dexterity defltness

Finesse skill, elegance
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FOLK AND TRIBAL ART

Dear learner, | know you must have celebrated occasions and festivals of India.
During these festivals we decorale our floors, wall etc. with a colourful design.
These arts are known as folk arl. So, now we will learn about various folk arl and
tribal art of India. Folk art is the arl of the people of a specific geographical region.
As such, the history of [olk art and tribal arl in India is as old as the history of its
people. Some of Lhe artifacts obtained from the proto-historic culture of India can
also be categorized inlo a folk variety.

India is known all world-wide for its cultural diversity- each region here has ils
particular folk and tribal arts. In its traditional form, folk and tribal art in India is
anactivity of a particular geographical region or communily carried oul for public
or personal good and is part of particular riluals as well as non-rituals. Drawings
and paintings are made with available natural colours on both walls and the ground.
A twig and a rag are lurned into a brush. Made using yellow earth, ochre, chalk,
lampsool, rice powder, turmeric powder, sindoor, indigo, cow-dung and vegelable
colours, these are usually executed by women. They are made around the vear,
different designs/molifs/composilions for differenl occasions; girls learn to make
them under the guidance of older women and in turn, pass Lthe skill and crafton to
the next generation of girls. And the tradition continues.

@ OBJECTIVES

Alfler studying the lesson, the learner will be able Lo:

e describe the main folk and tribal aris of India;

e describe the Warli paintings made by the indigenous Warli communily of
Maharashira;
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e identity the Gond paintings made by the indigenous Gond community of
Madhya Pradesh:

e identify the Pithoru paintings made by the indigenous Bheel community of
Madhya Pradesh and Gujaart:

e explainthe Madhubuani folk pamtings prevalent in the Mithila region of Bihar;

e explainabout the Patchitra paintings of Kalighat, West Bengal:

e describe the Kalamkar paintings of South India.

15.1 WARLI PAINTING

Dear learner, first, you will get to know about the Warli tribal painting of India.

Basic Information

Mude by the Warli people of Dahanu and Javhar areas of the Thane distrnict of
Maharashtra to celebrate harvest and weddings. this tribal Indian art form is Known

Fig. 15.1: Palghot Devi Chauk
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afterits practitioners. The speciality of Warli painting is its simple, natural and ancient
form. These painlings are similar (0 the prehistoric cave paintings found all over the
country. Human and animal forms are created by joining iwo triangles at the apex.
These unadorned, undetailed figures are brilliantly dynamic and harmonious. The
paintings generally represent Lthe environs and life of the Warli. Warli painling is
traditionally done on walls. However, lor the urban markel, Warli painling is
nowadays execuled on paper and fabric as well.

Title : Palghat Devi Chauk

Medium : Water colours, mineral colours
Period : Conlemporary

Artisl : Jeevya Soma Mashe
Colleclion : Craflts Museum, New Delhi
General Description

This particular painting is made on the main interior wall of the house for wedding
related rituals. A figure of Palghat Devi, the Warli goddess of fertility, is painted in
the cenlerof a large reclangle called Chauk. On the loptwo corners, representalional
ligures of the sun and the moon or Basing, the ceremonial crown worn by Lhe bride
and the groom are painted. Below the ligure of the Goddess are painted auspicious
figures. The chowk is then surrounded by wedding scenes and everyday aclivilies.
These include the bridegroom riding a mare, men and women dancing, hunting and
farming scenes, and drawing of toddy, flora and fauna. Married women invariably
execute the Chowk, bul after that, enthusiastic younger women cover the wall with
a verilable collage of real and imaginary scenes from life.

Warli people build their houses by erecling a bamboo structure and then filling the
eaps with mud. The walls thus constructed are plastered with cow dung and red
earth slurry. Finally, the walls are decorated with paintings, tradilionally by married
women, made wilh a rice flour paste. One end of the stem of the local salafi grass
or the rib of the palm leaf is beaten into a fibrous mass and turned into a brush. The
while paintings on a reddish-brown background have a rare elegance. Warli
farmers first ritually offer freshly harvested paddy to Kansari Ai, the tribal deity of
crops. For the occasion, Pashti designed ligures are painted on the outer wall of

the house and the mud storage conlainers by repeating paisley-like impressions of
the fisted hand.
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. INTEXT QUESTIONS 15.1

Choose the most appropriate option.

1. Warli paintings are made in which Indian state?
(i}  Thane district of Maharastra  (ii) Jhabuadistrictof Madhya Pradesh
{(iti) Madhubani district in Bihar {iv) Kalighatin Kolkata

2. Who is the artist of the Warli work; ‘Palghat Devi Chauk’.
(i) GangaDevi (ii)) Rabindranath Tagore

Notes

(iti) Jeevya Soma Mashe {iv) None of them

15.2 PITHORA PAINTING

Now, we will learn one beautiful folk art, Pithora painting.

Basic Information

The Bheel and Bhilala communities of Jhabua district of Madhya Pradesh and the
Rathwas of the Vadodra area of Gujaral have a long, rich tradition of Pithora
painting. Since these paintings are executed to appease the local deily Pithora, they
are known as Pithora paintings. The style and colour combination of the painting

Fig. 15.2: Pithora Painting
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of the two communilies are quite diverse, but the story and ritual connected with
the painting are almost similar. When it comes to colour combination, Lthe Bheel
palette is comparatively simple, limited and old, while the Rathwa palelle is
marked by its vivid colours. The Rathwa Pithora painling also has more detail and
ornamentation.

Members of the Bheel and Rathwa communities traditionally appeal Lo the deily
Pithora to grant them a good crop or a son. When their wish is fulfilled, they
commission ¢ Lakhindra (lraditional painter of sacred frescoes) lo make these
paintings inconnection with the rituals. Nowadays, many Bheel and Rathwa artists
are making decoralive and exolic Pithoras for the urban buyer for a living. These
nouvelle Pithoras are painted on paper or fabric wilh acrylic colours.

Title : Pithora Painting

Medium : Waler colours, mineral colours

Period : Contemporary

Arfist : Unknown

Collection 2 Janjateeya Sangrahalaya, Bhopal, M. P
General Description

To thank Pithora for granting a good crop or a son, the Bheels and Rathwas
commission a Lakhindra (traditional painter of sacred frescoes) to make Pithora
painling. [t is painted on the main inner wall of the house. The wall is first plastered
wilh cow dung and mud slurry and then painted with lime or white earth. A
reclangular space called “Pithora’s house’ is created by painling an outline in while.
The two horses in the upper middle portion represent the deity Pithora; other
horses represent other deilies. The painting contains every single prescribed
fizure: the two-headed mares, the lion, the elephant. the camel. the cow, the rabbit,
Lthe cobra, the scorpion, the cat, the peacock, the fish, the hen, the step-well, the
woman drawing waler, the water carrier. women whisking curds, the one-legged
man smoking his hookah, the twelve headed demons, the man with baskels
hanging from a yoke, a platoon, monkeys frolicking in the tree, the caged parrol,
the palm tree, the beehive on the silk collon lree, the sun, the moon. the farmer with
his plough and team ol bullocks, the couple in coitus and outside the rame is the
black rider, the Kathia Sawar. They occur again and again in the ritual Pithora
songs. Wilhout even one of these companions of Pithora, the painting would be
considered incomplele.

The material o be made for Pithora paintings is a twig of a dale tree. ILis cul, and
one end beal with 2 hammer or stone till it turns into a fibrous mass, while colour
(lime paste). vibrant pink colour (diluted Mahavar), brown colour (ochre). vellow
colour (made wilth Pewri), green colour (made with Balor leave), black colour
(made with lamp soot), blue colour (made with laundry blue or indigo).
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. INTEXT QUESTIONS 152

1. Inwhich states of India are Pithora paintings made and by whom?
Who are the Pithora paintings dedicaled?
‘What is the difference between Bheel, and Rathwa Pithora paintings?

o O

Who paints the traditional Pithora painting and what malerials does he use?

3 MADHUBANI OR MITHILA PAINTING

Madhubani is a famous folk painting in Bihar. So learners, let learn this folk
painling.

Basic Information

Madhubani painlings are also called Mithila paintings. This genre of painting
originated in the Mahdubami district of the Mithila region in Bihar. Traditionally,
the painlings were made by women on the mud wall of the Kohbar (bridal

Fig. 15.3: Kohbar Ghar
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chamber), so lheir theme was Hindu mythology and local beliefs. Painted with the
aim of orienting the newlyweds Lo matrimony and fertility, the painters depict
Family and local deities, fertility symbols and local mythical fizures. However, lo
cater lo a growing urban markel, nowadays artists are experimenting with secular
themes and rendering the paintings on fabric, canvas. board and paper.

Title :  Kohbar Ghar

Medium ¢ Waler Colours

Period : Conlemporary

Artist :  Padmashree Ganga Devi
Collection : Crafis Museum, New Delhi
General Description

Before he departs from his in-law’s home aller the wedding ceremony, the Kelibar
is the groom’s designaled room in the bride’s home in which the newlyweds
conduct religious rituals. The Kohbar frescois always painted by married women.
Singingritual wedding songs, they prepare the base by paintling the desired portion
of the wall with rice slurry. The figures are drawn wilh charcoal, or a thin strip of
bamboo dipped in lamp sool. This slripis turned inloa brush by rolling some cotlon
wool on one end, and vibranl colours are applied as desired. Traditionally the
women themselves made colours with locally available ingredients like lamp soot
or burnt heads of Sorghum or Jowar (black), turmeric or sap of banyan tree mixed
with lime (vellow), Palash blossoms (saffron), Kusum blossoms (red). dull green
{(cowdung), Peepul bark (crimson), ink or indigo (blue), Mahavar (deep pink). A
Kohbar fresco has fertility symbols, ligures of deilies and local characters like
Naina Jogin. auspicious symbols like the moon, the sun, the tulsi plant, the parrot,
the peacock, the [ish, the cobra, the sparrow, the lortoise. the lily vine, the clove
lree, the bamboo plant, the belel vine, the waler pitcher elc. There are no emply
spaces in a Madhubani frescoe- the gaps are covered with geometrical and [loral
molifs, animal and bird [igures.

. INTEXT QUESTIONS 15.3

1. What is Kohbar? Which are the main molifs in a Kohbar?
2. What are the characteristics of the Madhubani painling?

3. What is the theme of the Madhubani painting?
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15.4 KALIGHAT PAINTING

Now, we will understand another folk arl, that is Kalighal painfing.

Basic Information

This siyle of painting is named afler the place il originated and developed in-
Kalighat in Kolkata, where the famous Kali tlemple attracts millions of pilerims
fromall over India. Kalighal paintings culminate and archive the social and cultural
turmoilin 19th-century Kolkala. Around that time, the tradilional Patuas, painlers
of scrolls and toys. had migrated to the city from rural areas of Bengal in large
numbers. They beganlo painl individual panels for sale Lo the visiling pilgrims who
carried them home as souvenirs of their visil o the city. To keep the cosis low, the
paintings were painted on paper in watercolour. The lines and colours were bold,

Fig. 15.4: Sita with Lov Kush
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and the figures simplified. Gradually they also began o depict local scandals,
currenl proverbs, and currenl events. The nauich girl, the musician, the woman
combing her hair, the chubby woman holding a red rose, the snake, the cal, the
crayfish, the list of subjects was interesting. Later, Kalighal paintings were made
on fine-guality hemp paper. They depicled Hindu Gods and Goddesses in garish
colours. Their popularily in Europe led to lithographs of them being made in
Germany. The style is keptalive by pafuas who make copies of famous old Kalighal
paintings for a living.

Title : Sita with Luv-Kush
Medium : Waler colour

Period : Conlemporary

Arlist : Unknown

Collection Private

General Description

The subject of this Kalighal painling, is taken from the Ramayana. It shows Sita
wilh her two sons Luv and Kush, silting on a rock under a tree. Sita is telling her
sons a story and they listen spellbound. The comfort and closeness of the trio is
evidenl. In accordance with the Kalighal tradition, drawing has been accorded
primacy. The human bodies have been depicled with clarity. The curves of the
female form have been highlighted with light and shade effecis close lo the outlines
of the curves. Painted againsl the light orange background, the green [oliage is
prominent. In keeping with their status as guesis ina hermitage. Sitaand Luv-Kush
have been shown wearing [loral garlands. The hallmark elongated eyes and sofl
faces mark the work as an authentic traditional Kalighal painting. Materials o be
used for Kalighal painting are paper. natural and vegetable colours, brush, gum,
poster colours elc.

. INTEXT QUESTIONS 15.4

Who were the (raditional buyers of Kalighal paintings?

2. Whal was the medium used for Kalighat paintlings, and whal materials were
required to painl them?

3. What were the themes ol Kalighat paintings?
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ACTIVITY

Visil a folk art museum or sludio and collect some folk and Lribal aris. Make a
collage with these artworks. Wrile al leal two lines about these different type of
folk and Lribal artwork.

Collage Write up

15.5 KALAMKARI

There are folk art found in different parts of India. Now lel us learn about
Kalamkari folk style.

Basic Information

The word Kalamkari is derived [rom Persian Qalam&eari, which means the craft ol
the pen. Kalamkari is a craft style which uses pen and colours o paint
figures on fabric. Al times the design is creatled using a mix of pen drawing and
block printing. Moslly practised in the southern states of Andhra Pradesh and
Telangana, earlier the style was practised in other areas as well. Under the
patronage of the Mughal rulers, the craft of Kalamkari reached ils zenith, and
kalamkari textiles were exported to many Asian and European countries. Historical
documents tell that around the 18th century, Kalamkari fabrics constituted a large
chunk of India’s textile trade with Persia and the countries of the Middle Easl.
Coromandel and Pulikat on the eastern coast of Southern India were major cenlers
of texlile export, possibly the reason Srikalahasti and Machilipatanam developed
as key cenlers of Kalamkari production. While Lhe Srikalahasti style of Kalamkari
developed around a temple town and was patronized by temples. ils theme is Hindu
mythology. Only the “Kalam™ or penis used for a free-hand drawing of the subject
and filling in the colours. The Machilipatanam style developed under the patronage
of Mughal rulers and is a mix of pen work and block printing. To caler 1o the
demand and need of its patrons Machilipatnam style Favoured the use ol motifs like
the ornate arch, flowers, animal ligures, tree of life. Machilipatnam produced
namaz-mals, tents, and curtains for its largely Asian markels: bedsheels and quilt
covers for the European market; scrolls, lowels, and scarves for the South Asian
markel; jacket and dress [abric [or the east Asian markel.
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Fig. 15.5: Sita Swayamvar

Title : Sita Swayamvar
Medium : Kalamkari
Period : Contemporary
Artist : Unknown
Collection Personal
General Description

This panel shows a dramatic incident from the Ramayana. Ram has just broken the
bow of Shiva, and Sila is about 1o garland him. Behind her stands her father, king
Janak. Painted on a biack background, the light blue figure of Janak, the yellow
fieure of Sita and the dark blue figure of Ram stand out. The black lines are drawn
with the reed pen work highlight the details. The clothes and jewellery of the
ligures have been painted in red, pink and blue. The scene is framed by an
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ornamented geometric border. Kalam, or the reed pen is prepared by sharpening
one end of an 3-inch long stick of reed or palm. On the middle of the stick, a bil
of wool or [elt is rolled. This absorbs the colour or ink. and a slizght pressure on this
roll allows colour 1o flow onto the fabric being painted.

Colours are mainly natural in origin. Black, red. yellow and blue are the primary
colours. They are mixed in different ralios lo prepare green, orange and purple
colours and different shades of them. Black colour is used for outlining.

The method: Kalamkari painling is a complicaled process. It is done mainly on a
cotton fabric. The sequence is given below:

# The fabric to be painted is soaked in a thin buffalo or goal dung slurry. Then
it is bleached by drying in strong sun.

e The bleached fabric is treated with a solution of Harad.

# The desired ligures are block printed or drawn on the treated fabric with a pen
or brush.

e Now red colour is applied with a brush.

# Then blue colour is applied wilh a brush.

® The painted fabric is dried and then washed in running water.
e The fabric is dried and treated with milk.

¢ Greenand yellow colours are applied.

e The fabricis allowed to dry and then washed in running water and dried again.

. INTEXT QUESTIONS 1

Fill in the blanks:

55

1. The colour used in Kalamkari painlings are .........cccceee.e. SRR R

2. Before drawing the fligures in black, the bleached fabric is treated with a

3. Kalamkari textiles were exported 0 ... i and many
Asian countries.
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i ) §2 ) (Matcrials)  Brushes (Matcnals)

& make the colours using locally available malerials 1o paint the folk and
tribal artwork.

The learner can

e usedifferent types of folk and tribal arl to decorate their houses and other
artworks.

®
5_] TERMINAIL QUESTIONS

1. What is the Warli painling made particularly to celebrate a wedding in the
family called. and whom is it dedicated 107

Whalt is the Warli painting made (o celebrate the paddy harvest called?

W

Who traditionally makes the Warli painting, and what materials are used lorit?

Describe three characteristics of the Warli painting.

TS

List the motifs used in a traditional Warli painling.

Whal is the definilion of folk and tribal art?

el

Name the dilferent styles of tribal mural painting and the states where they are
practised.
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Write about motifs of Warli painling.

9. Inwhichstale of India does the Madhubani painting haveits origin? Describe
ilsreligious and social significance and name the motifs of the Kohbar mural.

10. What is Kalamkari? Name ils two major siyles and explain how they are
different from each other.

11. Who were the painters of Kalighat painlings? Describe ils characteristics and
list its subjects.

12. Wrile shori notes on:
1. Materials used for folk tribal painlings
2. Kohbar ghar
3. Pashii painting

13. Wheredid the Madhubani painling originate? Why isilalso known as Mithila
painting?

14. List the materials and colours required for making a traditional Madhubani
painling.

15 Describe two characteristics of Kalighal paintings.

16. Where did Kalighat painling originale, and in which period?

[:
ANSWERS TO INTEXT QUESTIONS

15.1
1. (i) Thane district of Maharashtra

2. (iii) Jeevya Soma Mashe

15.2

1. The Bheeland Bhilala communities of Jhabua district of Madhya Pradesh and
the Rathwas of the Vadodra area of Gujaral have a long, rich tradition of
Pithora painling.

2. The painlings are known as Pithora paintings because they are dedicaled to the
local god Pithora.

3. The Bheel paletie is comparatively simple, limiled and old, while the Rathwa
palette is marked by its vivid colours. The Rathwa Pithora painting also has
more detail and ornamentation

4. The traditional painler of Pithora murals is called Lakhindra. The Pithora
mural is made on the main inside wall of the house with easily available natural
colours.
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1. Kohabr ghar is the groom’s designated room in the bride’s home before he
deparls his in-laws’ after the wedding ceremony. The newlywed conduct
religious rituals here. Kohbar murals depict Hindu Gods and Goddesses,
lertility symbeols, auspicious symbaols and motifs.

2. A Madhubani painting is heavily detailed: it depicts episodes from Hindu epics.
The faces in the visage, vibrant natural colours and the geomelric ornamentation Notes
on the border are some of its key characteristics.

3. The themes of Madhubani painting are Hindu mythology, folklore and life in
general.

154
1. Kalighat paintings were bought by the pilgrims who visited the temple.

2. Kalighat paintings were painted on mill-made hemp paperin watercolour. The
materials used for making them were: paper, natural and vegelable colours,
brush, gum. poster colours elc.

3. The mostin-demand Kalighat paintings were Hindu icons. although Kalighat
painters also depicted scenes [rom everyday life.

15.5

1. natural vegelable colours.

2. solution of Harad.

3. Iran Indonesia

GLOSSARY

Ritual The way of carrying oul worship
Palghat Devi A rural deity

Lithograph a printing technigue in stone
Patua the painter of Kalighat
Archives stories of old documenls
Apex highest poinl
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PAINTING CoOURSE CURRICULUM
SENIOR SECONDARY LEVEL

(332)

RATIONALE

Painting is a form of art. It is a powerful medium
of sell-expression as well as a source of self-
fulfillment and achievemeni. This course is aimed
al providing Lhe learners with Lhe necessary
inputs of practical work and skills and familiarity
wilh the theoretical aspects which have been
prevalent through the ages in India and the
Western world. This course will further help the
learners in enhancing their aesthetic sensibility
and ability to appreciale. The course in Painling
is expected lo develop practical abilities in
learners to discover the beauty of life and
integrate il into one’s personality and give it a
visual presenlation. Thus, the course in Painting
will make the learners more sensilive towards
one’s cullural herilage, and environment, and
develop a crealive allitude in day-to-day
activities.

COURSE OBJECTIVES

The objectives of Lhis course are o:

« develop knowledge and understanding of
visual art;

s develop on aesthelic altitude;

e« work with harmony and contrast of colour,
having various drawing and painting

Pninting

malerials, such as pencils, pastels, water and
oil colour, ink and locally available materials,
mixed media, digital arl;

enhance their artistic skill in drawing and
painling; aesthelic sensibility in general and
appreciation in specific.

enhance artlistic skills in drawing and
painling, aesthetic sensibility of learners.

Develop knowledge and understanding of
visual art, aspecls of composition, division
of space, rhythm, texture, lonal gradation
and expressive value of lines and colours.

Acquire knowledee and understanding of the
developments in the field of arl and crafl held
in different phases slarting from the Indus
Valley Civilizalion, Mauryan lo Gupia
period, Temple Art and Sculpture and Indo-
Islamic architecture.

Acquaini the learners wilh the knowledge
and understanding of the emergence and
special features of various schools of painling
such as Mughal, Rajasthan, Pahari, Deccan
and Company school along with the pioneers
of contemporary Art Movements in India as
well as the Folk Paintlings.

179




COURSE STRUCTURE

This course in Painting for the senior secondary
level has been divided into two parts: Theory
and Practical

1. Theory

Module I: Historical Appreciation of
Indian Painting and Sculpture

Module II: Historical Appreciation of
Indian Contemporary and Miniature
Art

2,

Curriculum

s  Module IIT: Method and Muatertal used
in Drawing and Painting

e Module IV: Trbal ind Folk Arts in
India

Practical
e Module I: Study of Nature and Objects

e  Module II: Creating Compositions,
Posters. and different type of Textures

e Module I11: Making of Collage,
Graphics Art and Ditferent Art Forms

MINIMUM STUDY HOURS AND MARKS ALLOTTED TO EACH MODULE

S5.No. Module wise Distribution Minimum study hours Marks

Theory 70 40

1. Histerical Appreciation of Indian Painting 20 12
and Sculpture

2, Historical Appreciation of Indian 20 14
Contemporary and Miniature Art

3. Method and Material used in Drawing and 20) !
Painting

4, Tribal and Folk Arts in India 10 6
Practical 1740 il

5. | Study of Nature and Object 60 20

6. Creating Different Composition, Poster 60 20
and Texture

T Making of Collage. Graphics Art and 30 10
Different Art Forms

8. Portfolio (Home Assignment) 20 10
Grand Total 240 1

m Painting
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COURSE DESCRIPTION

Theory 40 Marks

Module I: Historical Appreciation of Indian
Painting and Sculpture
12 Marks

Appreach

The art and sculpture belonged o Indus Valley
Civilization are the only available earliest
evidences of greal tradition of India. The forms
of these sculpture work help us o imagine thal
tradition ol Indian art must have begun long
before, changing conditions of politics and
religions kepl on motivaling the Indian art
through the ages up to 16™ C.C.E., leaving a
missing link in the field of art for approximately
1000 years from post Indus Valley Civilization
to Mauryan period. The archilecture and
sculpiure of India have Nourished through many
centuries and il has transformed info ils most
glorious phases during the medieval period. In
Llhis period Indian sculpture was mostly meanl
for temple ornamentation and these temples are
important for their simplicity, monumentality and
majestic Images.

Lesson 1: Prehistoric Painting of India
Topic

e | slide from Mirzapur Rock Painting

# | slide from Panchmarhi Rock Painting

e | slide from Bhimbhelca Rock Painling

Lesson 2: Painting of Indus Valley
Civilization

Topic
# Animal forms in Indus Poltery

¢ Harappan Pollery — Storage Jar
s Harappan Pollery — Serving Pol

Painting

o Indus Pollery Geomelrical Patlerns

e Geometrical Motil — Service Pol

e [ndus Potltery — Bird Forms

Lesson 3: Ajanta and Post Ajanta Painting
Topic

» Bodhisattva Avalokitesvara — Padmapami
e Ajania — Apsara

e Ajanta—Ceiling Decoration

s Bagh - Dancing Panel

e An Apsara (divine dansanse)

Lesson 4: Sculpture of Indus Valley
Civilization

Topic
s Priest Busl
¢ Dancing Girl

s Mother Goddess

Lesson 5: Mauryan and Post Maurvan Art
Topic

e Chanwardharini Yakshi (Mauryan)

o Yakshi with a Cage (Kushan)

+ Standing Buddha (Gandhar)

Module 2: Historical Appreciation of Indian
Coniemporary and Miniature Art
14 Marks

Approach

Indian Art under the palronage ol Hindu,
Muslim, Buddhist and Jain rulers, Mourished till
16MCCE. A new era of ari movement started
when the Mughals became the rulers of India.

Indus Valley civilization, whichis considered o
be a golden chapler, is the beginning of Indian




art and sculpture. The forms of arl include
various sculplures, seals, pottery, Jeweler’s
design, terracolla [igures and other inleresting
works. Indus Valley sculpture emphasized more
on civic life.

The distinclive miniature style is marked by
naturalism, careful and refined craltmanship and
maslery of composition.

Indian contemporary art of the 20th century and
onwards is very varied. Artists from this era is
nol confined Lo any particular style and method.

Lesson 6: Medieval Period Painting
Topic

s Pancharaksha Tara

e Jain Minialure Painling

+« Rajasthani Miniatures Painting
Lesson 7: Mughal Painting

Topic

¢ Akbari Period — Babur Hunting Rhino

e Jahangir Period — Prince wilh a Falcon

e Jahangir Period — A Barbet and Jahangir
holding a picture of Madonna

Lesson 8: Pahari Painting
Topic
« Kangra Style — The Rains

= Basholi Style — Krishna Romancing Radha
with a lotus

s Basholi Style — Krishna with a Companino
e Chamba Style — Vishvarupal

Lesson 9: South Indian Painting

Topic

+ Tanjore Painling — Panchamukhi Anjaneya

Curriculum

o Mysore Painting — Matsyavatara

¢ Deccan Painling — Chand Bibi Hawking
Lesson 10: Company School of Painting
Topic

¢ A Common Indian Nightjar Bird

e« Markel Scene

¢ Palanguin

Lesson 11: Contemporary Art and Artist
Topic

e [Raja Ravi Varma — Subhadra's Abduction
s Abanindranath Tagore — Journey's End

e Jamini Roy — Mother and Child

e Amrila Shergill — Bride's Toilel

¢ ML.F. Hussain — Nand Swaram

s K.K. Hebber — Unlitled

Module 3: Method and Material used in
Drawing and Painting 8 Marks

Approach

This Module introduces a range of lechniques,
methodologies and best practices relaled o
malterial used in Drawing and Painting.
Terminology and practices are explored and then
applied in a range of practical exercises. Students
will acquire an appreciation of the theorelical,
Physical and conceptual issues associated with
a wide range of information that is fundamental
o the establishment of Drawing and Painling
praclices, including insighl into the implications
of using mixed media and new technologies
conservation.

Lesson 12: Fresco and Tempera in Indian Art

Topic

# Dying Princess

Painting
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e The Prince and the Princess
= Mara Vijaya
= Bull Fight

Lesson 13: Drawing and Painting with Dry
Medium

Topic

s Puja ka Chauk — Dry Medium

e Porlrail of Dora Maar — Pencil

e Girl with Goat — Charcoal

# Race Course — Pantel

Lesson 14: Mural and Printing
Topic

e Mural from Ajanta — Padmapani
# Print — Linocul

« Prinling with Vegelables — Print with
Vegetable Blocks

e Prinling with Fingers and Thumb — Bear,
Tiger and Birds

Module 4; Tribal and Folk Art in India
6 Marks

Approach

Tribal & Folk Arl is considered as an essential
form of expression in the rural society with
different characteristics of ils own. India has an
enormous range of Tribal & Folk Art which
varies in style from slate to state according (o
their social and religious beliefs. India has an
enormous range of Tribal and Folk Art, which
varies; almost every stale in India has developed
its individuality in its art and crafl.

Lesson 15: Folk and Tribal Art

Topic
o Warli Painting — Palghat Devi Chauk

Painting

o Pithora Painting — Pithora Painling

¢ Madhubani or Mithila Painling — Kohbar
Ghar

« Kalighat Painting — Sila with Luv-Kush

¢ Kalamkari —Sita Swayamvar

Practical 60 Marks

Module I: Study of Nature and Object
20 Marks

Lesson 1: Nature Study with Pencil and
Colour

Topic

e Study from Nature (3 Exercises)
Lesson 2: Still Life with Shading
Topic

¢ Objects preferably with drapery - (3
Exercises)

Lesson 3: Portraiture

Topic
e Study of Portrail
o Facial expressions

Module 2: Creating Different Composition,
Poster and Texture 20 Marks

Lesson 4: Creative Forms of Composition

Topic

¢ Figuralive Composilion with human and
animal

s Landscape

e Geomelrical forms

Lesson 3: Poster Making

Topic

e Protection of Wild Life — | work
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e Deforestation — 1 work

# Road Safety — | work

Lesson 6: Creating Texture and Printing
Topic

e Process of Linocut

# Screen Printing Process

e Block Printing

Module 3: Mazaking of Collage, Graphics and
Different Art forms 10 Marks

Lesson 7: Collage Making

Topic

s Crealing Collage wilth Coloured Papers
# Create Photomontage

e (Collage by using Waste Malerials
Lesson 8: Applied Art: Graphic Design
Topic

e Preparing Greeling Card Manually

# Prepare Birthday Card in Digital Mode
& Designing Logo (Manual and Digital)
# Prepare Book Cover (Digital)

Lesson 9: Creative Design with Reference to
Tribal and Folk Art

Topic
e Draw Picture in Madhubani Style
e Draw Picture in Bhill Style

# Draw Kolam Painting

Curriculum

Portfolio® Submission 10 Marks
Learner needs to submil portfolio with six works
and one Skelch Book with minimum 20 works.
Three works from “Creating different
Composition, Poster and Texture” 3 Marks

Submil minimum Lhree works as follows:

e One lllustration with Slogan — one Posler
(As A4 size Carlridge Sheel)

& One Landscape with a different medium —
As A4 size Cartridge Sheet

¢ One Composilion with human and Animal
ligure — A4 size Cartridge Sheet

Three works from “Making of Collage,

Graphics and Folk Art forms 3 Marks

Submit minimum three works as follows:

e Creale a Collage on Pollution or Nature —
One work in a A4 size Carlridge sheel

Material to be used: bulton. sticks, collon,
wool and any wesl materials

e Make a Composition with Vegelable Printing
— One work in A4 sive cartridge sheel

» Book Cover with Folk Motif — One Book
Cover in any size

Material to be used: Traditionally or locally
available materials, A3 size paper, colours, pencil
elc.

Sketch Book

e Skeich book with 20 skeiches from “Nature
and Object Study™

{Black and White / Colours)

*Nole: Submission of Porifolio is mandatory
for the learner as session work.

Painting
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) Yours suggestion

Did you consult any other book to study Painting? Yes/No
If Yes, give reason for consulling it

Name :

Subject :

[ Enrolment No:
| Address :

Book No:
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MODULE - 1

NATURE AND OBJECT STUDY

1. Nature Study with Pencil and Colour

2. Still Life with Shading
J. Portraiture







NATURE STUDY WITH PENCIL
AND COLOUR

The word *Nature® is derived from the Latin word, ‘Natura’ which means birth.
Within the various uses of the word today nature’ often refers (o geology and
wildlife; il is often laken lo mean natural environmenl or wilderness. In nature
study, it is important to find the essential forms and give il a visual shape on
a piclure. The purpose of nature study is (o train the eye and mind see and
comprehend the common things of life and capture the beauly of nature. Nature
has every possible colour, lexture, form, proportion, balance and a beautiful
rhythm which synchronises these elements in a proper way. So il is merely
impossible o pul the vasiness of nature on paper. Bul only an attempl Lo
understand nature through elements of arl praclice.

@ OBJECTIVES

The learner will be able lo:

e make free-hand drawings of objects like lrees, [lowers elc.:
® observe and compose different forms of nature;

e differenliate the right proportion, balance and rhythm when observing part
of nature;

# identify the difference of colour and lones;
e paint the source of light through light and dark shades;

¢ explain the importance of the space, balance and perspective in the
compaosilion;

e differentiate the difference between decorative and natural forms.

Painting




MODULE - 1

Nature and Object Study

Notes

T
1.1 PERSPECTIVE

It is a very important aspect of drawing. It creales an illusion ol 3 dimensions
on a 2-dimensional surface. In a simpler way, we can say as Lhe distance from
the observer increases, the object gels smaller, and also, the size of the object
becomes smaller along the line of sight. We are going o lake up three different
lypes ol perspeclives and also going to see their application in nalure study [rom
the point of view of the artisl.

{a) One-poinl perspeclive

(b) Two-poinl perspective

{c) Three-point perspective

Before we start the exercise, we need to know line of sight. or eye level, or
horizon. Il is an imaginary axis where our eyes resl parallel to the ground, il

depends upon a person’s height, or we can say it is a point of reference (o judge
the scale and distance of objects in relation o the viewer..

1.1.1 One Point Perspective

Let’s imagine an arlist is standing in the middle of a straighl road or railways
track and is looking into the distance and Lries to capture the nature on a piece
of paper. You will nolice thal the edges of the road or the railways track appear
to merge and disappear at a point the line of sight: not only that, the trees in

-

B g uta B L L S

oy B N A

Fig. 1.1: Railway Track, One-point Perspective

Painting




Nature Staty wilh Pencl sl £islamr ” MODULE - 1

. . Mature and Object Study
both sides behave in the same manner, the farthest the smallest, the nearer the

biggest. The poinl at which they appear lo meet is called a vanishing poinl.

p——— Vanishing Point =

Notes
Linc of sight

dg. 1.1{a): Road, One-point Perspective

1.1.2 Two Point Perspective

For example, looking al the corner of a house or looking al two forked road
shrinks inlo a distance il means if two sides of an object are visible the two
vanishing points are necessary. This kind ol perspective we will lind while
drawing a cityscape.

Fig. 1.2: Cityscape, Two-point Perspective

Painting




MODULE - 1

Nature and Object Study

Notes

-

Vanishing Point

|

===
Linc of sight

Fig. 1.2{a): Shoe-box, Two-point Perspective

1.1.3 Three-point Perspective

This kind of perspective is usually used for buildings seen from above or below.
In addition lo two vanishing points of each wall, there is now one for how those
walls recede into the ground or space.

Fig. 1.3: Building, Three-poinl Perspective

Painting
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Mature and Object Study

Notes

">
Vamishing Point / ol

s e i = - . .-.
- : "~ Linc of sight ™

Fig. L.3(a}: Drawing of a Building, Three-point Perspective

1.2 BALANCE

A good composition depends on the balanced arrangement of forms in the given
space wilh the correcl proportion. Here Lhe space refers (o the area which will
lo be used in the painting. How we are going lo use the space depends on our
mental calibare. For example, if we wive space to len different people, all will
use space differently, which means their pictures will differ from each other.
Look at the pictures given below; you will be able to understand the well-
balanced and proportionate composition from Lhe following.

In Fig. 1.4 you will see thal the fower is much bigger according to the given
space, and in Fig. 1.4(a), the Nower is smaller than the given space bul, in Fig.

1.4(b), the flower is proportionate and well balanced according lo the given
space.

Painting
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MODULE - 1

Nature and Object Study

Notes

' Nature Study with Pencil and Colour

L] ¥ T T T T | § Li
|

Fig. 1.4(a)

fig. 1.4(h)

1.3 PENCIL SHADING

The most common and easily available drawing tools are lead pencils. There
are colour pencils also available in the market. Graded from H (hard) to B (soft).
The use of each pencil is based mostly on paper. The best drawing would
combine the use of many different grades of pencils. Bul firsl, we need 1o
understand that sketching and drawing are two different things. We start with
sketching to observe the subject matler and try (o understand the values,
proportions, and structures, and slowly progress towards the more detailed
drawing. Then we can shade accordingly as per the lighl source or colour the
same. The lechnigue is the same with lead pencils and colour pencils, but in
colour pencils, the colour tones can be adequately seen which cannot be seen
in the monochromatic drawing and shading of the lead pencils.

Painting




MODULE -

. Mature and Object Study
1.3.1 Materials Required for Plant Study
A student should have the following malterials for plant study.

Drawing board or hardboard

Drawing paper

Drawing clips or thumb pins

Colour and lead pencils HB. 2B. 4B. 6B Notes
Eraser

Pencil culter or sharpener

EXERCISE 1

Plant study in black and white (lead-pencil shading)

PR B T RE e

There are different types of plants, flowers and leaves in nature. Choose any
one plant, to begin with. Before skeiching observe each and every detail
minutely. Then start skelching, wilh HB pencil on the paper placed before you.
While sketching, keep in mind the softness and the structure of the plant. Then
wilh a 2B pencil, complete Lhe line drawing wilh utmost detail.

Fig. 1.5

The outline only cannot bring the solidity of the objecl. Therefore the application
of light and shade is required. For that, you need to understand the value i.e.

Painting




MODULE - 1

Nature and Object Study

Noture Stundy with Pencil and Colour

the degree of light and darkness in the drawing. This will create additional depth
and 3 dimensions in the drawing. Slowly this will enhance the form of the leaves
and their impacl.

Fig. 1.5(a)

Always begin with a sofi line with light pressure on the fingers, which makes it
easier Lo erase. Try to gel dilferent tones with a pencil on paper. Use your 2B
pencil with light pressure on the paper to gel soft tones. For darker lones, use
a 4B pencil and pul more pressure and o gel a very dark lones, use 6B pencil.

Fig. 1.5(h)

Painting




Nature Study with Pencil and Colonr

EXERCISE 2

Flower study in colour (colour pencil and shading)

The beauty of Nowers has always fascinaled the artist. Lel us draw a rose [lower.
Before skelching, observe every detail minutely. Then start skelching the Nower
with a red-colour pencil on the paper placed before you. Then with a green-
colour pencil, complete the line drawing of the leaves wilth utmost detail.

Fig. 1.6 (Rose)

Painting
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Notes




MDDULE o 1 Nature Study with Pencil and Colour

Nature and Object Study

Then try to understand the tonal values of red and green, try Lo shade the flower
with the shades of red in the light and middle tone areas and do the same with
the greens in the leaves.

Fig. 1.6(a)




Nature Stndy with Pencil snd Colonr MDDULE - 1

N Nature and Object Study
In the final stage, apply Lhe darker tones in flower and leaves Lo create depth
and dimension.

Fig. 1.6(h)

All vegetation is green, but we have to create and use different tones of green
for the maximum effect .There are many lechniques of walercolour application

but most common technique are opaque (poster colour) and transparent
(watercolour).

panin i
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Nature and Object Study

Notes

' Nature Study with Pencil and Colour

Poster Colour (Opaque Technigue)

Poster colour is opague. They conceal the colour over which they are applied
on. While or light colour is used for lone varations. This lechnigue is easier
to handle because you can apply many coats or colour layers (o il and rectily
your mistakes. Since the poster colour is opague, the colouring should start with
lichter Lones.

Watercolor (Transparent Technique)

There are numerous applications of watercolour technigues. many of which
depend on moisiure or lack of il. Add adequale waler (o the paint to creale
a thin, transiucent layer of colours. When the second colour is spread over the
first, the impression is clearly visible under il. Therefore after demarcating the
white area, the lighter tone of colours should be used first.

Materials Reguired for Landscape Painting

A student should have the following malerials for landscape painting
1. Drawing board or hardboard
Drawing paper

Drawing clips or thumb pins

Pencil HB

Eraser

Pencil culter or sharpener
Walercolour lubes or cakes

Colour mixing tray

Walercolour brush no. 2.4.6.8.10.12
10. A cloth piece

11. A bowl full of water

MO Lper W g D e e M

EXERCISE 3

Landscape in Water Colour

Complete the sketch with pencil and demarcate the white area (light) and keep
in mind lo keep the while area unstained.

Painting




Nature Study with Pencil and Colour '

Fig. 1.7 (landscape)

Apply light tones of colours and slowly apply Lhe second layer of middle tones
on semi-wel surfaces, keeping in mind the light and shade of the landscape.

Fig. 1.7(a)

In the final, stage apply the dark tones to creale depth, i.e. more colour and
less water, and then apply the lighler tones in the white area (highlighted part).

Painting

MODULE - 1

Mature and Object Study

Notes




MODULE - 1

Nature and Object Study

Notes

Fig. 1.7(b)

@" WHAT YOU HAVE LEARNT

MNature Study

Explasin

I
I I | | I |

Linc Perspective  Colowr Spacc Balance  Techmigues

|
Uses of Colours

E TERMINAL QUESTIONS

1.

b

Choose a simple polled plant and draw il on a sheel, keeping in mind the
light and shade ol the planl.

Create a composition of Mowers and pencil shade il with the help of 2B,
4B and 6B.

Painting
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. . . . Nature and Object Study

3. Draw an imaginary landscape and painl it with poster painl in opaque

lechnigue.
4. Outdoor choose, or select a spol, draw the landscape and colour it with

waler colour (transparent technique).
GLOSSARY
Ancient old Notes
Wilderness an area essentially undisturbed by humans
Hlusion Something that deceives or misleads visually
Vanishing poinl a poinl al which receding parallel lines seem (o meel or

merge

Opaque through which light cannot pass
Demarcate define
Tones shade of colour

Painting m




STILL LIFE WITH SHADING

A still life is a work of arl thal depicls moslly inanimale subject maller
highlighting its characteristics like shape, form, hardness, and sofiness. Like a
photograph, a still life shows objects in their exacl proportions with a balance
of light, shade and harmony of colours.

A still life is characterized by some key elemenlts: outline, ratio, shape/form,
perspective, drawing, composilion, balance, contrast, light and shade. To create
a still life, the subject is arranged keeping these key elements in mind; start
drawing silling al a comfortable distance from it. Still, life study adds (o a
student’s capacity for observation, and allows them to study a subject in depth.
Still life allows an opportunity to study objects in detail with a perceptive
awareness of their outline. shape, proportions, tone, colour, texture, form and
composilion.

@ OBJECTIVES

The learner will be able lo:

explain the core/basic elements of art and able o draw;

# stale aboul the materials used for still life painting and use them;
e depicl shading, dark and light elfects;

e develop the capacity for deep study and observation of objects;

e depict through the different stages in this lesson, and painl a correct and
complele still life.

Painting
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2.1 BASIC/CORE ELEMENTS OF ART USED IN STILL
LIFE

To depicl an objecl, il is necessary o undersiand its exiernal form called outline/
shape. The outline/shape of an object could be round, square, triangular, or
reclangular form. We skelch many different forms, like human, animal, vegetables.
The painled or skeiched forms, though copies of original forms, give a sense
of being real.

Perspeclive is crucial in sketching. Shape and size, form-colour, left-right, high-
low, and distance-closeness are the factors seen and shown in the placement
of the picture. In nature, everything is seen through the atmosphere in the path
of vision. The form and colour of an object depends on distance, and the amount
of light falling on the aimospheric densily through which it is seen. As the object
moves further from sight, its size begins to look smaller and it finally begins
Lo look like a poinl. The form of an object remains the same bul differenl persons
see it differently from different angles and distances and end up depicting it
exactly the way they see il. For example, the lines ol a rectangular surface seem
to be inclining lowards each other and meet al a poinl. This perspective plays
a key role in a still life; while doing a still life, il is crucial o keep in mind the

perspective.

Division of space is another important factor in still life. While doing a still life.
the first thing to decide is the area Lo be worked. We fix a focal point which
helps complete the picture. It is to be noled that the picture musl be in the centre
of the sheel and horizontal or vertical according to its shape.

Balance and proportion are necessary (oo. In a drawing, balance is delermined
by factors like line, size, colour, light and shade. Through balance, apart from
the shape of an object, a person is able to show ils shape, colour, weighl and
volumefarea. Light and shade, dark and light efTect the colours. Balance is the
factor that brings stability and equivalence o a composilion. A lack of
equivalence makes the whole composilion look shaky. A correct still life also
requires correcl measurement. Measurement nol only divides lines, points and
space, bul il also represenis halance in the picture. A lack of correct measure
will not clarify the largeness or smallness of an objecl, and the drawing will not
be considered proportionalte.

The characleristics of the surface of an object, or ils lexiure, are also very
important in still life. Through the characteristics of a surface an artist can depict
the real form of an object. Texture in a slill life is crealed using the proper
combination of line, colour and tone. It makes the drawing lifelike.

The last stage in the completion of still life is the composilion of a lighi-shade.
We are able (o see an object due Lo the rays of light. The direcltion and position

Painting
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Nature and Object Study

Notes

— Still Life with Shading

of the light falling on an object forms shade in the object; this composition of
light and shade imbues a piclure with life.

2.2 STILL LIFE PAINTING: MEASURING AN OBJECT

Place an object al a directed place. sit al a certain distance, hold the pencil in
the right hand and close one eye, decide the correcl measurements of the object
and start drawing il. Pencil shading, crayon, pastel colour or water colour,
whatever the medium, the first stage of a still life always begins with measuring
wilh a pencil and drawing. This helps determine the size, composition, ratio,
balance and placement of stll life.

2.2.1 Materials Required

Drawing board, drawing pins, paper, pencils (HB. 4B, 6B), pastel colours,
walercolours, brushes (Nos. 2, 4, 8, 10), eraser, pencil culler elc.

EXERCISE 1
Still life: pencil drawing

First step

Sel/compose the objects [or the still life. Decide a focal point of the composilion
and begin drawing the objects with the lightest pencil. Once all the objecls have
been drawn, erase all superfluous lines to finish the drawing.

Fig. 2.1
Second step
Using a pencil, start shading the drawing to highlight the light and shade. To
begin wilh, shade all parts apart from the areas of light. To create light and dark

tones of shading, vary pressure on lhe pencil and use a 4B pencil for a light
tone and a 6B pencil for a dark lone.

Painting




Still Life with Shoding

Fig. 2.1{a)
Third step

In this last step, a still life gets its final form. Observe every of the drawing
section and create a three-dimensional effect through light and dark shading.
Objects in the foreground are shown very clear and objects in the background
dim Lo highlight the perspective. Add light and dark tones and balance each
section of the work. Once the work is completed, erase all superfluous lines
Lo finish lthe drawing.

Fig. 2.1(b)

Painting
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Nature and Object Study
EXERCISE 2

Still life in pastel colour
First step

Select and compose the objects to be depicted. They should be placed
considering their sizes and shapes. Fix the paper on the drawing board, silling
at a comfortable distance, and measure the objects as directed earlier. Decide
on a focal point and start drawing; once all objects have been drawn Lo your
satisfaction, finish them with a clear, firm line. Erase all superfluous lines.

Fig. 2.2

Second step

In this step, the sketch is coloured with pastel colours. Colouring begins with
lighter lones, and moves on lo darker lones. Areas with more light are left as
they are and the rest are shaded with a light hand depending on the desired shade.

Painting




Still Life with Shading

Fig. 2.2{a)
Third step

In this last step, a still life gets its final form. Observe every section of the
drawing and create a three dimensional effect through light and dark shading.
Objects in the foregound are shown very clear and objects in the background
dim to highlight the perspeclive. Add light and dark tones and balance each
section of the work. Once the work is compleled, erase all superflous lines o
finish the drawing.

Fig. 2.2(h)

Painting
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Nature and Object Study
EXERCISE 3

Still life in water colour
First step

Select and compose the objects lo be depicted. They should be placed
considering their sizes and shapes. Fix the paper on the drawing board. sitling
al a comloriable distance, and measure the objects as directed earlier. Decide
on a focal point and start drawing: once all objects have been drawn to your
satisfaction, finish them with a clear, irm line. Erase all superfluous lines.

| 1
EEW +1
(]

W

Fig. 2.3

Second step

In this step. the skelch is coloured wilh watercolours. The first surface should
be in the lightest colour. This will help gel the right tone in work. In this slep,
Lhe work is coloured in a uniform light colour. A slightly darker colour is applied
only in places. Areas with more light are lefl as they are.

Painting




Still Life with Shading

Third step

In this final step, all parts are observed in detail, and different tones are developed
by studying the light and shade effects. The tone is created using light and dark
colours. Care is laken to not adversely affect the basic characterisitcs of water
colouring transparency. The lone of colours must highlight the three-dimensional
nature of the objects depicied. Finish the work by compleling each part of it.

MODULE - 1

Nature and Object Study
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Nature and Object Study

Notes

Fig. 2.3(h}

e‘l WHAT YOU HAVE LEARNT

Still Life with Shading

Representulion of Compose

.‘ TERMINAL QUESTIONS

1. Compose three stainless sleel utensils and draw a pencil sketch.

2. Compose brass and plastic ulensils together and colour them in pastel
colours,

Painting




Sl Life with Shading '

3. Compose a ceramic lea keltle, cup and saucer and colour them in waler
colours.

4. Compose an apple, papaya and bananas in a lray and colour them in water
colours.

5. Name the materials required for a still life.
6. What are the important points to be remembered while creating a still life?

GLOSSARY

Perspective: View poinl

Three-dimensional depictions: Three elements illustrations
Composilion: Wasle of Arl

Realistic representation/Exacl copy: Reasonable image

Painting
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PORTRAITURE

Poriraiture is an important branch of painting. Portraitlure painting is Lo capture
the resemblance of a person in terms of line and colour in a picture. It is (o
portray the character, and unique attributes of the model, and viewers can easily
recognize the person in a porirail.

Indian epics like the Ramayana, Mahabharata and the Puranas have many
references (o realistic portraiture. The Kamasutra of Vaisyayan describes the
rules of painting based on the six limbs of painting. (Shadanga)

The main feature of portraiture is the shape of the face. It could be round, oval,
or rectangular. A face mainly has iwo eyes, two eyebrows, a nose, two ears and
a mouth, but they are different in every person. Similarly. a person’s face will
also look different under different emotional circumstances. When viewed from
dilferent angles, a person will be depicted differently on a two-dimensional
surface. Similarly, a portrail, will be seen dilferently when seen from different
eye levels.

[

The learner will be able lo:

e praclice and draw the shape of Lhe [ace;

e explain the ratio of the human face;

e describe how the face of one person is different from another person’s face;
@ describe how lo depict Lhe different expressions of the human face;

o draw the human face in differentl mediums like pencil, pastel colour,
watercolour, oil colour etc.
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. Mature and Object Study
Materials required
Drawing board, drawing sheel. handmade paper, pencils (HB, 4B, 6B). pastel
colours, walercolours, oil colours, brushes (Nos. 2, 4, 6, 10, 12), hali-inch [lat
brush, colour mixing palelie.
3.1 TECHNIQUE OF PORTRAITURE
Notes

In portraiture, you should first observe the face of the model (o decide the basic
shape of the lace. (See figure 3.1)

OOQIOQ

If you observe the subject from dilferent angles, her face will be seen differently,
like [rontal face. three-fourth visage or profile. (See lgure 3.2)

0
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Similarly, when a lace is seen from different eye levels, il looks different. When
the eye level is high, the model’s hair is seen prominently. When the eye level
is low, the facial expression appears prominently. When the model’s face is al
the same eye level as the painler, the face will show clearly. When the observer’s

Fig. 3.2
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eye level is lower than that of the model, the chin area is seen prominently,
concealing the upper part of the head. Exercise portraiture following (See Fig.
3.3).

=) \‘_’,(!'; \1‘:‘\ =
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Fig. 3.3
L Face al the observer’s eye level.
1I. Face at a level slightly higher than the observer’s eye level.
1I1. Face at a level higher than the observer’s eye level- the model’s hair

is seen less, and the chin area is prominenily visible.

1v. Face al a level quite higher than the observer’s eye level- the model’s
hair is nol visible, and the chin area is prominenily visible.

V-VIII. Face at a level lower than the observer’s eye level- the model’s hair
is more visible, and the chin area is less visible.

The grealest speciality of portraiture is the portrayal of the characler. and unigue
atltributes of the model. Different emotions effect the dynamics of facial muscles
differently. As a result, experiencing different emotions, Lhe face looks different-
worried, happy, calm, amused. Fig. 34 shows faces experiencing the nine
emaolions.
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Fig. 3.4

While creating a porlrail from memory, one musl remember the characler of
the model. Each person has different characleristics and facial expressions |see
Fig. 3.4{a)]. We recognize a person on Lhe basis of these [acial expressions [see
Fig. 3.4(b)].
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Fig. 2.4(h)

Before embarking on full-fledeed portraiture, students ought to practice
skeiching the differenl paris of a face from differenl eye level (as shown in
Fig. 3.5). Similarly, they musl also practice rendering faces from differenl angles
{as shown in Fig. 3.6).
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Fig. 3.5
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Notes

Fig. 3.6

Proportions of the Human face

The different parts of a human body are generally in cerlain proportions lo each
other. For example, if you take the human head as one unil, the body normally
consists of 7.5 such units. Similarly, in a [ace, loo, features like the eye. the
nose and the ears are in a certain proportion o each other. While rendering a
general or model face, you draw its outline first, which could be round, oval,
rectangular, square or pentagonal. Then draw the eyes and the nose. Further,
divide the lower and upper halves inlo two equal parts. The lower portions of
the nose and the ears will [all into the lower hall. The mass of hair is located
in the upper hall. Divide the area below the nose in two equal parts again. Above
this dividing line, draw the lower lip. Divide the area between the line of the
eyes and the line above it. Draw the eyebrows here. In frontal portraits, line
number 3, which is in the middle of the contour, is divided into live equal
segments. The second and third segments define the breadth of the eye. The
third and fourth segments are the space belween the two eyes. The fourth and
fifth segmenls define the breadth of the other eye. In the cenler of each eye,
draw a round iris. Next, draw a perpendicular line downwards. At the point this
line inlersects the contour, draw the lines of the neck. From the midpoint of
the neck, draw a line the length of one unil to the lefl. Now draw a similar line
to the right, and you have the breadth of the shoulders. You have created a model
visage.
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Portraitore

EXERCISE 1

Portrait in pencil colours
First step

This visage is two-dimensional. You could impart light and shade effects with
2B and 4B pencils and turn it three-dimensional. Start with light tones and move
on o darker tones.

Second step

While working with pencil colours. we starl with light tones and move on lo
darker ones. A portrait in pencil colours must render the skin complexion and
hair colour exactly so the viewer may easily recognize the subjecl. Fig. 3.7 is
a middle-aged person’s portrail in pencil colours.

) = ]

Fig. 3.7(a)
Third step

Slanting strokes have been used to create light and shade effecl Fiz. 3.7(a) is
an old aged person’s portrail in pencil and walercolour.

Painting




The technique of portrailure in pastel colours is similar o the technique of
portraiture in pencil colours. The only difference is, as in oil colour, light tones
could be applied on top of dark tones lo show a sharply lighted area. An
example of this is the four-year-old’s portrait of a boy. The glowing smile on
the child’s face is beautifully juxtaposed with the mischievous twinkle in his eyes
(see Fig. 3.9).

Fig. 3.9

EXERCISE 2

Portrait in watercolour

‘We begin by sketching with a pencil. The pencil lines are dimmed with an eraser
before colouring because watercolours are transparenl, and the lines might show
otherwise. In this tlechnique, too, we start with light tones and gradually move
on lo the darker lones.

First step

You musl always remember that while working in walercolour, never ever use
the colour white. Nol even Lo create a lighler tone of colour. Because when
you add a white colour to another watercolour, il makes the tone opaque and
imparls a tempera effect lo the work. So, leave the drawing sheet plain, when
you need to render areas of intense light. The white of the eye around the iris
is left uncoloured too.

Painting
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Fig. 3.10

Fig. 3.10 is a fine example of a portrait in watercolour. The young labourer’s
face has a thick beard and mustache, and his hair is unkempt. Defl use ol tone
imparts strength and toughness o his visage. Areas of intense light have been
lelt unpainted.

Second step

Fig. 3.10(a) is another example of a porirail in watercolour. It has been done
on silk instead of paper.

Fig. 3.10(a)
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EXERCISE 3

Portrait in oil colour

Conltrary Lo the practice in oil colour, we move from darker to lighler tones. We
apply the darkesl tones first and gradually move on Lo the lighler ones. Areas of
intense light are painted in white or a mix of white and very light yellow. Fig.
3.11 is Van Gogh’s self-portrail in o1l colour. The background is very dark; created Notes Lt
by mixing green and black pigmenis. The very expressive face has tones in various

shades of yellow. His eyes highlight his emotional turmaoil.

Fig. 3.11

@" WHAT YOU HAVE LEARNT

PORTRAITURE
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g_l TERMINAL QUESTIONS

1. Following the technigue described in this lesson, practice drawing the nose,
ears, eyes and lips etc., from differenl angles.

2. Skelch a visape.
Notes 3. Skelch a visage and complete it with pencil shading.
4. Make a portrail of one of your a Iriend or family member.

5. Make a portrait of some great man in pencil colours.

GLOSSARY
Realistic: Life-like

Profile: the side view ol a head.

m Painting
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CREATIVE FORMS OF
COMPOSITION

Composition is of paramount importance in a picture. It is an aesthetic
combination of shapes, colours, lines and the artist’s imagination. Composition
in a painling may consist of human ligures, objects, geomelrical shapes and
natural scenes.

In his artistic expression, an artisl does not render nature as it is seen, he renders
il as he sees and experiences il. An artisl is not a camera thal would register
nature as il presents ilsell; he renders his own response Lo a scene. He identilies
himself with nature, becomes one with il, and interprets it for an audience and
himsell. In the form of a piclure, he recreales the world of his imagination
through his brush. Pictures are of two kinds - 1. True copy 2. Imaginary.

A true copy picture is painted afler wilnessing something and is an exacl lwo-
dimensional replica. An imaginary picture requires the painter to have
knowledge of lakshar (quality/charactlerislics) and praman (correcl perception,
measure and structure); an artist ponders on these faclors and, on the basis of
them, paints different characters like a beggar, the bride, the king, the peasant,
divine figures ... Lakshan and Praman are whal enable the viewer lo dilferentiate
between the representation of the king and the representation of the begoar.
Bolh, lrue copy and imaginary picture, rely on the following six limbs or key
elements of Indian ari:

Rupabheda or the knowledge of appearances.

Pramana or correcl perceplion, measure and struclure.
Bhava or action ol feelings on forms.

Lavanva Yojana or infusion of grace, artistic represenlation.
Sadrisva or similitude.

Proal B WE R e

Varnikabhanga or artistic manner ol using the brush and colours.
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. Creafive Forms of Composition

An artist’s success lies in depicting the form in consonance with the theme. For
example, representations of deilies, Nagas, Yakshas and other celestial beings
must express feelings of calmness, compassion and peace; similarly, representations
of demons must be terrible of aspecl. A lady pining for her lover is represented
with an exhausted body, unkempt clothing and bereft of make-up. Artisans and
labourers are shown with their tools. This formula is also used 1o indicate the
social and geographical backerounds of subjects. A depiction also indicates the
atmosphere, effects of night, day, spring, the moonlight, elc. make a picture more
expressive and effeclive.

@ OBJECTIVES

The learner will be able lo:

e cCreale composilion in a piclure;

e explain to do landscapes, seascapes and geomeltrical decorations;

e identily the key poinls in composition;

# explain the importance and use of the viewlinder and also describe how 1o
make it;

e idenlify the six key elemenls of Indian arl.

4.1 IMPORTANT ELEMENT

I. Subject

Formal

ol

Main point of focus

Figures being used in the composition
Placement of ligures

Balance

L

Points to be considered during composition
1. Contemplating the scene or content and imagining the final depiction.

2. Selection of surface (board, canvas, paper) and medium (walercolour, oil
colour, pastels).

Contemplaling the conlent and preparation ol formatl.
Sketch — preparing a rough skeich of the work.

Fair sketch- making a fair copy of a desired rough skelch.

-l

Colouring — deciding the shades lo be used.

Painting
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7. Drawing the oulline alter colouring.
8. Finishing.

Keeping in view the above points, you may now start doing grey line skelches.

Here are some grey-line skelches for your reference:

|
.
' &

Fig. 4.1
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. Creafive Forms of Composition

After creating a grey line sketch, a student may review il and remove any errors
or shorlcomings. This will cut down on the use of the eraser and damage lo
the texture of the paper.

4.2 COMPLETE PAINTING

When should a Painting be considered completed?

A picture is considered compleled when it has elements that add to the
expression of the theme. For example, an ordinary painter might consider a
rendering of a child at study complele when he has painted a boy with a book
or nolebook, but a good painter will also creale the ambience by painting the
lable, a chair, a book shell etc.

Incomplete picture Complete picture

Fig. 4.3

EXERCISE 1

You could use on-the-spol skelching for your compositions. Starl by sketching
people in aclion - as a woman doing home chores, a tea stall al the railway
station, a cowherd feeding the cows, Lhe vegetable vendor, children playing al
the park, relaxing mother and child, a woman washing clothes etc. Some
examples are given below:
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Fig. 4.5: Girl swabbing the floor
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Fig. 4.6: Woman washing clothes

Fig. 4.7: Relaxing mother and child

All these are grey-line sketches done on the spol. You oo should practice on-
the-spol-skelching every day.
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EXERCISE 2 Composition, Poster and
Texture
Draw a landscape
Any scene like a village, railway slalion, mountains, the river bank eic. could
be used for a nature painting/ landscape.
First step Notes

A hut, a tree, a boal, a path, a hillock. To compose all these elements and create
a landscape; one example is given below step by step illustrations:

Fig. 4.8: Draw with pencil
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Text
s In this step, the illustrations are coloured with waler colour or any olher colours.

Colouring begins with lighter tones.

Fig. 4.8(a)
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Third step Composition, Poster and
Texture

In this final step the tone of colours must highlight the three-dimensional nature
of objects/ligures depicted. Finally, finish the work with black outlines.

;

ﬁr—:_:‘lm
A .

Fig. 4.8(b)
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Texture

Draw a Village Scene

There are different types of the village scenes. Choose one of them and draw
in your sheel and starl from lighl tones. While skeiching, remember that one
or two human figures and animal figures should be there. Always start with a
sofl line with light pressure, so use a 2B pencil. One example is given below:

First step

Start sketching with HB pencil on the paper. While sketching, keep in mind the
sofiness of the drawing. Then use any hard pencil to complete the line drawing.

Fig. 4.9
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Second step

Apply light tones of colours in the composilion. While colouring keep in mind
that colours should not be mixed with each other.
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T
exture In this final step, apply the dark tones of colours Lo create depth. Complete the

work with black outlines.

Fig. 4.9b)
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When you come across a fetching landscape and wish (o paint il. remember that
not everything thal is seen or visible, makes for a prelty painting. There are limits
to painting on paper or canvas. Just as you need to decide about what you want
within the frame, in the same way, before you embark on doing a landscape,

you need to observe lhe good works of a famous arlist, after that, you decide )
. ; Notes
exactly whal you want to do on the canvas.

Fig. 4.10

This nature painting/ landscape consists of all elements named above.
Title — Landscape village scene

Size — 95 x 6.2

Arlist — Nandalal Bose

Medium — Walercolour on paper

Painting ﬂ
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4.4 VIEW FINDER

We will use a viewflinder to selecl a portion of a scene we wanl to painl. Take
a 6 x 6-inch sheel ol black pastel paper. In ils centre, cul a 2 x 2 inch square
whole. This sheel with the hole in the middle is your finder. Hold it againsl one
eye, shut the other eye and lind your desired view.

Here a picture is being seen through the viewflinder.

Fig. 4.11

4.5 GEOMETRIC ORNAMENTATION

Geomelric ornamentation uses different geometric shapes — triangular, square,
reclangular, circular, oval etc.

Geometrical design through coloured papers
Take a sheel of glazed paper in any colour. Cut different geomelric shapes from

il. Place these shapes on a sheet of white paper and creale a composition. When
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you achieve the desired composilion, you may stick the pieces logether Lo
prepare ornamentations. Similarly. you could draw different geomelric shapes
on paper and colour them Lo create beautiful patierns.

Geomelric ornamentation could be used for lexliles, sarees, shawls, sheels, wall
panels and liles.

Fig. 4.12
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Creative Forms of Composition

e" WHAT YOU HAVE LEARNT

Creative Forms of Composition
Landscapac Scascape chm[l:tm:ﬂl
| |
| I |
Village Scene Scashore Goometrical Design

1. Based on observaing your surroundings. make two 4" x 6" paintings.
2. Make geomelric ornamentation for a saree border.
3. Painl a landscape with a banyan tree, a hul and a waterfall.

4. On a six-inch diameler white paper disc. make a geomelric design using
coloured glazed paper.

3. On an A4 size sheel of paper. painl a landscape.

GLOSSARY

Viewlinder to look through a format

Compose to arrange dilferent elements of arl within a space.
Segment division

Render true info

Landscape scenery
Cow-herd a person who lends ecrazing catlle

Ambience environment
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POSTER MAKING

A poster is any informalive paper designed Lo be attached to a wall or surface.
Poslers are designed (o be eye-calching. Poslers may be used for many purposes:;
they are a frequent ool of adverlisers (particularly for evenls, musicians and
films), propagandists, protestors and other groups trying Lo communicate wilh
the people.

By the 1890s the technique had spread throughout Europe, and a number of
noted artists created poster art in this period, loremosl amongst them Henri de
Toulouse - Lautrec and Jules Cheret. Cherel is considered to be the father of
advertisemenl placards. He was a pencil arlisl and a scene decoralor who
founded a small lithography office in Paris in 1866. Cherel developed a new
technique that better suiled Lhe needs ol adverlisers: he added more colour,
which in conjunction with innovative lypography, rendered the poslers much
more expressive.

Poslers soon transformed the thoroughfares of Paris into art galleries. Their
commercial success was such thal some artists were in greal demand. In 1884
a major exhibition was held in Paris.

By the 1890s. poster art had widespread usage in other parts of Europe,
advertising everything from bicycles Lo bullfights. By the end of the 19th century,
during the era known as Lhe Belle Epoque, the standing of the poster as a serious
art form was raised even [urther; between 1895 and 1900, Jules Cheret created
the Maitre de L’ affiche (masler of the posler) series that become nol only a
commercial success bul is now seen as an important historical publication.
Alphonse Mucha and Eugene Grasset were also influential poster designers of
this generation.
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Notes

In India, paintings were used as a poster during the uprising of the national
movemenl. To creale awareness among Indian people aboul their cullural
herilage, the revivalist group of artists like Abanindranath Tagore, Nandalal
Bose, and Binod Bihari Mukherjee made major contributions. For example,
Nandalal Bose designed some paintings which were used as a poster for
Haripura Congress session. The poslers were used lo popularized nationalism
in films in the Hindi film industry. Large posters nsed o be made by the artist;
most notable among them was painler M.F. Hussain.

@ OBJECTIVES

The learner will be able lo:

e creale innovative concepls for designing a poster;

® represent a thought or concept in graphic form;

e design a given space with forms and words;

e make an attracltive colour combination and appropriate calligraphy; and

® communicate a thought or concepl through calligraphy.

.1 MATERIALS TO BE USED

1. Drawing Board and Pins.
2. Drawing paper (cartridge’, pastel, chart).
3. Pencil - HB. 2B, 4B.

4. Eraser

5. Posler colours.

6. Brushes (both flat and round of different thickness)
1. Scale

8. Markers.

5.2 HOW TO MAKE OF A POSTER

Posler is an altraclive applicalion of colour and design, fonls and forms on paper
to achieve three primary goals-lo convey a message, o advertise a product or
concepl, and sensilize the public regarding any issue.

We see many kinds of posters in our daily life. A poster can be seen in public
places like bus stops. shopping malls, markels, slations, roadside walls, light
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posts etc. Posters are meanl Lo altract the attention of the public towards what | composition, Poster and

it wants to convey and act upon it, so posters are bound to have the following Texture
qualities:

¢ Crealive concepl.

e Brighl colours and symbolic use of colours.
e Catchy headlines.

¢ Rhyming sub-headlines when needed

o Clear forms

Notes

o Allraclive designing.

In India. poster making holds the key lo solving many problems our counlry
is going through by making of colourful and innovalive posters showing
important causes. Young and old minds are offered a powerful and unigque
perspeclive on all the current issues.

Through correcl information, and atlractive designs, the posters help lo create
impact. Thus it coniributes o the developmenti of the society and in beller
handling of the crisis, lriggering mass awareness.

5.3 IMPORTANT ELEMENTS USED FOR MAKING A

POSTER

Poster making needs egual flair of art and literature because your design is
accompanied by an appropriale headline and sub-headline, which should be
interesting, captlivating and direct, and colours should be manageable and light.
Balance is the most important criterion balance should be belween:

e Colours and designs.

e Forms and Font (Calligraphy)

e Headlines and sub-headlines

o Space covered and negalive space.

In this lesson, some of the common important topics relaled to human life are
shown step by step so Lhat the student can learn lo:

¢ (Conceptualize
& Visualize

o Represent

e Draw

e Colour

# Fonl or Calligraph of Poster
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5.3.1 Important Points to Make layouts of a Poster
e All the relevant information, we can gather aboul this lopic
e Gather information from all sources.

Alter we have enough information, we should concentrate on the mosl popular
facts about the topic.

& Our next sltep would be lo express this fact in form, colour and words.
# This process will require you lo make two or three layouts of Lhe lopic.
# Select a few forms which suil the head line.

® Try these forms with headlines in different colour combinalions

®# Aller you select the mosl appropriate design, starl drawing the ligures and
forms.

e Colour il

e Make the same layoul with differenl colour combinations

e Selecl the best and start making your posier.

e The wriling should never overshadow the design, nor should the design
overpower the wriling.

EXERSISE 1

Protection of wildlife

The creation of Lhis poster is being explained slep by step for your understanding.

The loremoslt idea is to allract the common man’s attention to the misery faced
by wild animals in the hands of poachers, so this layoul has been designed 1o
give maximum space to the dead animal.

The background takes less space. so il is coloured flat in dark green (io
symbolise the jungle.) The border is made with a small tree design to symbolise
the wild and nature. The base of the border is kepl red lo symbolised blood
or killing. The trees are made in blue to creale contrast and interest.

The caption “Stop Killing wild animals protect them from poachers™ is again
made wilh the same blue - for creating balance.

The Elephant is kepl in a light colour o contrast the dark background.

Drawing the poster on the protection of wildlife
First Step

Make a rectangular box.

Draw an Elephant in the box. (See Fig. 5.1)
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Draw a gun (leave space for headline and subheading) (See Fig. 5.1a). Texture
Third Step

Start colouring with watercolour or poster colours. Colour the background of
the animal yellow. (See Fig. 5.1b). Apply colour on other areas only when the

Second Step

prior colour dries.

Forth Step

Painl the Elephant grey and the Rifle brown, and wrile the headline and
subheadings. The poster is ready (See Fig. 5.1c¢).

Notes fe="

]
STOP KILLING WILD ANIMALS |

PROTECT THEM FROM POACHERS

Fig. 5.1(a)

P PR

| —
PROTECT THEM
FROM POACHERS

Fig. 5.1(b) Fig. 5.1(¢)
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EXERCISE 2

Deforestation

Trees are extremely essential for life; no trees mean no life on the Earth. Still,
we cul trees and Jungles for our own sellish benefils. Nature looks complete
when there are life-giving lrees. We can never separale the two; il we cul lrees,
our life is also cul shorl.

Here the tree is shown as a child who is inseparable from mother Earth. The
tree is the giver and supports of life shown by [ruits and a bird’s nesl. Instead
of repeatedly asking people not to cut trees, the love of mother and child as
tree and earth are shown with a simple caption “How can we separaie the twoT"
The colour used is oil pastel and marker see figure no 5.2,

Drawing the poster of deforestation
First Step

Draw a tree on the paper. Make a globe on the bigger lree. Draw birds on the
lree.
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Start colouring; leave space for wriling. Always start with a light colour like Texture
a yellow, or pink outline with black or dark colour. (See Fig. 5.2a). Now, your
poster is complete.

Second Step

Notes

Fig. 5.2(a)

EXERCISE 3

Road Safety

Road safety is the mosl important [actor for avoiding and escaping fatal road
accidents.

Il we inculcate some basic road safety measures like lane driving, wearing
helmets, pulling on seal bells, obeying all traffic rules, speed conlrol efc., then
many accidenls can be avoided. In this particular poster, the conceplt has been
developed keeping in mind thal accidenls occur due o rash driving and not
wearing of helmet by drivers of two-wheelers. A young man is shown speeding
his bike wearing earphones instead of a helmet. Al the back, death is shown
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Poster Making

in form of a skeleton carrying an axe. Two different font has been used for
wriling headline and sub-headlines according lo there.

The Poster on road safely has to be displayed on roads and other important
places, such as inside buses, melros, subways, busy markels and malls. The
colour used in the posler has 1o be very eye-cailching and altraclive to allract
Lhe attention ol people. The headlines have to be bold and meaningflul. The visual
{(Design) has to be such thal the message is conveyed directly with a warning.
Before skelching the layoul, these points have o be kept in mind.

Making of the Poster of road safety

First Step

Draw a man riding a bike. (Take reference from a photograph or you can lrace
the drawing if you find the drawing difficult). Next draw a skeleton at the back
with an axe. (Take reference if needed).

Fig. 53

Second Step

Colour the lower part of the poster in the vellow and the upper part in red.
Merge the two colours in the middle, as shown in the poster (See Fig. 5.3a).

Painting




Fig. 53(a)

Third Step
Painl the bike and the biker. Shade il and show the highlights with white colour.
Paint the skeleton grey and white. Paint the road in black. (See Fig. 5.3b).

Fig. 5.3(b)
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Forth Step

Wrile the chosen headline keeping in mind the design. The writing should be
bold and convey the meaning. Please nole that you have lo leave space for
writing and prepare your design accordingly. The writing can overlap the design
if required. The posler is ready (See Fig. 3.3c).

SAFE DRIVE
SAVE LIFE

Fig. 53ie)

Please note: You can Irace the drawing only when necessary. A [reehand
drawing is always a belter oplion.

6-

WHAT YOU HAVE LEARNT

Poster Making

— Scgment of applicd art
—— Esscntially creative in nature and can be fun lo make

—  Play with forms, font, and colours.
o bl sykichs

Painting




e e

it I

=B || TERMINAL QUESTIONS

. Create theme-based designs whenever you [ind some lime. Colour Lhe same

desien in various tones. Observe the effect of colour on your design.
What are the three primary goals of posler making?

What six qualities should an ideal poster have?

Why is it important for a poster Lo be creative and eye-calching?
Why is the concept the most important part of poster making?
What is balance in poster designing?

While wriling poster, you can choose different sizes and types of caplions
for the same design. One good way ol doing il is lo cul oul words of different
size on separate pieces of paper. Arrange the words on the sheel 1o see the
effect of sizes on design.

GLOSSARY

Creative Inventive and imaginative

Symbolic  An idea in a form represenling something graphically

Bold In the content of this lesson il means thick or prominent use of

letters or lines or colours.

Conltrast Two opposile colours creale contrast.

Realistic Work of art which looks like real life.
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CREATING TEXTURE AND
PRINTING

Texture and printing lechniques are importanl componenis of art. It is not
possible to make a realistic painting withoul the use of texture. An arlist can
make several copies of a work using different print-making techniques. In both
printing and lexture. the quality/characteristics of the surface are a basic element.
For example, the roughness of lree barks, the hardness of stone. the smoothness
of marble and the grain in a block of wood. In print-making, the characteristics
of the surface are acquired using lechniques of screen printing and lithography,
etching elc. Various tools like lino culting tools, wood cutling tools, elching
and engraving tools and chemicals are used to gel texture. In painting, the
texture is created on the surface ol a canvas, board, paper, and fabric through
line, form, shade and lone using pencils, brushes and colours.

@ OBJECTIVES

The learner will be able 10:

develop their knowledge about imporiance of the lexture:

differentiate the different types of texlures and the process of creating them;
identily different lextures in their work:

explain how modern arlists have used lextures in their work;

describe differenl print-making sysiems and technigues;

make a print using wood blocks, fruits and vegetables and own fingers.

6.1 MATERIALS REQUIRED

1. Drawing board

2. Drawing sheel

Painting
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Fabric (for printing)

Colours (watercolours, oil colours, dyes for dying fabric)
Pencils HBE, 2B, 4B, 6B

Brush

Ink, ink-roller

N e e e

Different mediums are required for creating lexture- fabric, loothbrush, piece
of steel mesh, piece of jule sacking. khadi fabric, wood blocks, and several
types of fruits, vegelables, Mlowers, leaves elc.

6.2 CREATION OF TEXTURE

Texture is thal a crucial component ol art, withoul which it would be impossible
lo painl a picture bearing similitude. Space is where the arlist creales [orm
throueh lines. Even when the arlist creates a realistic form through lines and
tries lo make il lifelike through the application of tone and shade, il will still
be shorl on similitude if il lacks lexture. For example, suppose an arfisl painis
a tree and applies tone in the exact shade as the tree trunk bul does nol use
texture. In that case, the viewer will never know whether il is 2 neem lree or
peepul tree or oak lree.

There are mainly three lypes ol texture:

6.2.1 Natural Texture

This is lexture freely seen in nature, i.e. the roughness of the bark, the hardness
of stone, the smoothness ol marble, the grain of wood ete. (Fig. 6.1)

Fig. 6.1
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Creating different
. This is the replication of a natural texture by an artist on a two-dimensional
surface. The artist uses lines, small forms, shade and tone to creale a copy ol

the original. (Fig. 6.2).

Fig. 6.2

6.2.3 Created texture
This is the texture crealed by the arlist using different lools and techniques, i.e.
by pouring oil colours mixed with oil on water, by placing a cord dipped in colour
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; , : L . Creating different
between two sheels of paper and pulling it out by pressing a piece ol sponge Composition, Poster and

sacking, bark or mesh dipped in colour on a surface. (Fig. 6.3). Texture

Indian and Western artists have crealed great realistic works of art using lexture.
Modern artists have used texture to greal effect in abstracl paintings too. In
his masterpieces ‘Sunflowers’ and “Starry Night", Vincent Van Gogh used thick
blobs of oil colour to creale an almost otherworldly feel. Cubists like Picasso

Notes fe="

Fig. 6.6 Fig. 6.6(n)
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and Braque and expressionist Paul Klee and other masters have used lexture
greatly.

Learners must praclice creating differenl designs and textures on their drawing
sheels. (Fig. 6.4, 6.5, 6.6, 6.6a).

6.3 PROCESS OF CREATING TEXTURE

Texture is freely seen in nature, i.e. the bark of a tree, the grain of wood, leaves
and flowers etc. When replicated by an artist using lines, small forms, shade and
lone, is called replicaled texiure.

We could easily create some textures lo add to the gualily of a composition.
Place a sheel of paper on a mesh or hardboard or sacking or khadi fabric, select
a 48 or 6B pencil or a crayon or a colour pencil and run the tip over the paper
pressing firmly. You have a textured sheel of paper o painl on. You couid also
cut sheets with different textures on them to create collages.

Method

Select the texture you wish to have on the painting surface. Place the drawing
sheel on a wood board (Fig.) Paint a picture on the sheel (Fig.) Now press the
lip of a 6B pencil 1o the sheet and rub it all over the sheel. The texture of the
board is embossed on your painting, adding a unique dimension o il. You could
also use sacking or thick fabric or steel mesh to create texture.

6.4 PROCESS OF PRINTING

In painting, printing implies the art of print-making. In the beginning, small blocks
of soft stone, and later, of wood were used for creating prints on paper or fabric.
Initially, blocks/prints were used by rulers to authenticate imporiant documents.
Gradually, wood blocks began 1o be used for ornamenting fabrics. The major
advantage of this technigue is that copies can be crealed in large numbers.
Techniques and methods of block printing used in the art are as follows:

6.4.1 Woodcut

Using gouges and other woodcarving tools, the artist carves an image into the
surface of a block of wood. He leaves the printing parts level with the surface
and removes Lhe non-printing parts. The trick is lo carve the image in reverse,
50 Lhe prini comes oul righl. A print ink/colour is applied (o the raised surface
with a roller, and then a sheet of paper is pressed on the block. The image (o
be printed could be carved either as the raised portion (raised surface process)
or as the lower portion (carved surface process) Fig. 6.7 is a woodcut of SL
Thomas.
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6.4.2 Linocut

Linocuts are made following Lhe woodcul method, the only difference being the

blocks are made of linoleum, a lype of rubber sheet with jule back. Fig. 6.8
is a linocutl of a horse and rider.
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EXERCISE 1

Make a Line Print

Linocut is a print-making technique. a variant of woodcul in which a sheet of
lino is used for the surface:

First step

The first stage is to draw a pencil drawing. Then it needs o be lransferred to
the lino. You can also draw directly onto the lino (See Fig. 6.9, 6.9a).

Fig. 6.9 Fig. 6.9(a)

Second step

Once the drawing has been transferred Lo the lino, you can darken the design
with ink. Then use the culling tools lo carve the lino and use the fine tools 1o
outline the design. Use brush pen Lo colour the lino (See Fig. 6.10, 6.10a and
6.10b).

Fig. 6.10 fig. 6.10(a) Fig. 6.10(h)
Third step

Take the same-sized paper and place il on the design.

Now you use a roller or the two palms of your hand or the back of a spoon
to apply pressure over the back of the paper. You will have a fresh homemade
lino prinl (See Fig. 6.11, 6.11a and 6.11b).

Painting
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6.5 ZINC PLATE ENGRAVING

The picture is engraved on a [lat zinc plate. Ink is applied on the engraved plate
with a soft rubber roller or the thumb. The plate is then wiped with pieces of
newsprinl. This leaves a clean plate with ink only on the engraved parts. A
handmade paper is soflened il by soaking in water [or two hours and then pressed
between two sheets of blolling paper Lo dry. This sheet is then placed on lop
of the inked zinc sheel o achieve a print and pressed down wilh rollers.

Albert Durer was a master artist of this style of printing. The Madonna and Child
by Andrea Montaigne is a beauliful example (Fig. 6.12).

{41}

Amdrea Mantegnn (1431 — | S06)
Misclowsme arviid ehalel
copperplate engraymy. 210 221

Fig. 6.12
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Texture

This process uses a zinc or copper plate on which chemicals (bitumen powder,
benzol, yellow wax and while wax) are applied and lefl to dry. Once the
chemicals dry, they are removed with tools. The cleaned plate is then lowered
into a diluted acid solution. The acid eats into the plale and creates areas which
will accept the ink; this is known as elching. The plate is once again cleaned
wilh chemicals and inked. Prints are made as in the engraving method. Blue Bird”
is considered a masterpiece of the elcher’s art (See Fig. 6.13).

vl i
YoieAch Preatg {175 15900
szl 1Y)
welf ground eoalig is sk,
A TT

Fig. 6.13

6.5.2 Screen Printing Process

This method is essentially a modern form of the stencil technique.

A poster of Mother Teresa holding a baby is a sample of screen prinling
(Fig. 6.14).
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EXERCISE 2

Make a Screen Print

First step

A piece of silk is lightly nailed to a wood [rame. A mixture of PVA and Ammonia
Dichromate is applied (o the fabric and allowed to dry in a dark room since
the mixiure reacts to lighl.

-

Fig. 6.15 Fig. 6.15(a)
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Second step

Once the sheel dries, the artist places his ink drawing (on tracing paper or tracing
film) on il

Fig. 6.16 Fig. 6.16(a)
Third step

A glass sheel is placed on top of the screen and the frame is placed in sunlight
for exposure. The chemical sticks lo areas exposed o sunlight and make il
opaque. Areas covered with the ink of the drawing remain unaffected. and the
chemical remains soft.

Fig. 6.17 Fig. 6.17(a)

Forth step

When the frame is washed in water, the soft chemical washes away, exposing
a lransparent area. A drawing sheel is placed on the printing table, and the frame
is fixed (o the table so it can be lowered onto the sheet easily.

Fig. 6.18(n}
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Fifth step

When ink is applied to the silk screen, it passes through the transparent mesh
and sticks onto the sheel.

Fig. 6.19 Fig. 6.19(n)

Sixth step

Finally, the screen print is ready.

6.6 LITHOGRAPHY

With chemical applications, the artist creates two surfaces on the litho-stone (it
is basically limestone): one which will accepl ink, the other which will nol. Then
the artist uses litho-chalk or other materials o draw the image on il. The blank
areas are given a coaling of Arabic gum. Ink is applied on the litho-stone with
an ink roller, and then a sheet of paper is pressed onlo it o make a prinl. Fig.
6.21 is a sample of a lithograph.
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Fig. 6.21

6.6.1 Printing with Potato Blocks

After familiarizing ourselves with different methods and techniques of creating
texiure and printing, il is lime o praclice some simple forms of prinling using
easily available fruils, leaves and vegetables.

EXERCISE 3

Make Block Printing

Polatoes are cheap and available everywhere. Wash and clean a large potato
and cul it into two halves.

-’

N

Fig. 6.22

-

Painting




MODULE -2

. i . ) L . Creating different
With a carbon pencil draw a molif on the potato as shown in Fig. 6.22. Leaving | composition, Poster and

the area to be printed, carve oul the rest of the surface (Fig. 6.23). Texture

Fig. 6.23

Apply a layer of poster colour on Lthe potato block. You are ready Lo prinl. Repeal
the motifl 1o creale patierns (Fig. 6.24).
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Print with Lady finger

Fig. 6.25 Fig. 6.26
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Fig. 6.26(a)

Wood blocks for prinling are made using the same method. Sanganer and Barmer
districts of Rajasthan are internationally recognized as strong hubs of highly
artistic block-printed textiles. In southern, India large block prints are used for
creating outlines of celestial beings. These oullines are then filled with difTerent
colours to make attractive wall hangings and decorative panels.

e_ WHAT YOU HAVE LEARNT

Texture and Printing
L Integral to Contemporary Art
— Instruct realism o Painting.
L Used in Collage

- Developed Style of Art

— Make Print

— Considered Style of At

Painting
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.\ TERMINAL QUESTIONS

1. Create different textures using vegetables and other mediums. Following the
method explained in this chapter.

2. Using two blocks repeatedly, create a print on a drawing sheel.
3. Replicate different textures using brush and colours.

4. Creale abstract painlings using different mediums like pencils, pastels,
walercolour, oil colour eic.

3. Collect different wood blocks from the markel or make blocks of your own
and use them for making a design on an A4 size sheel.

6. Take different Lypes ol pieces of wood with wax and apply a decorative molil
on its surface. Apply poster colour on il and use il for making prints.

GLOSSARY
Linoleum Lactase sheet

Lithography  a print-making lechnigue

Painting

MODULE - 2

Creating different
Composition, Poster and
Texture

Notes







CMODULE - 3
ﬁ

MAKING OF COLLAGE, GRAPHICS
AND DIFFERENT ART FORMS

7. Collage MakKing

8. Applied Art: Graphic Design

9. Creative Desien with Reference to Tribal and
Folk Art

Y

r.n.







COLLAGE MAKING

Collage is a technigue primarily used in visual art where artwork is made from
an assemblage of differentl forms and mediums, thus creating a new whole.

The various malerials are crealively and selectively arranged on the surface of
the paper, after which the same is fixed with glue to create ariwork. Collage-
making is an extremely creative form ol art whose history dales back Lo as early
as 200. B.C.E. Techniques of collage were first used al the lime of the invenlion
of paper in China. The use of collage, however remained very limited until the
10" century C.E. in Japan, when calligraphers began to apply glued paper, use
text on surfaces, and writing their poems. The lechnique of collage appeared
in medieval Europe during the 13th Century C.E. Gold leal panels. gems stones,
and other precious metals was applied Lo religious images. In the 19" century
C.E., collage methods were used for creating photo albums. The 19th-century
tradition of physically joining multiple images into press photography and offset
lithography continued until the introduction of digital image ediling, Creating
a photo collage has become easier with the advent of computer software like
adobe, Photoshop, pixel image editor elc.

The term collage was coined by Picasso and Braque, which in french means
elue. Collage was first used as an artist’s lechnigue in the 20th Century C.E.
Collage as an artistic concepl was associated with the beginning of modernism.
Picasso was Lhe firsl lo use the collage technigue in his painting in 1912, He
painted “Still life With Chair Canning”™, where he pasted a palch of oilcloth with
a chair cane design onlo Lthe canvas. Braque applied collage lechniques Lo his
charcoal drawings. Surrealisl artisis have made extensive use of collage. The
material used for making it include a wide variety of malerial like newspaper
clippings, coloured or handmade papers, ribbon, rags, threads, a portion of other
arlwork or lexts, photograph or any other objects.
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@ OBJECTIVES

The learner will be able lo:

e creale a collage using various malerials;

e apply various methods like culting, tearing, folding for making a collage:
e use balance and proportion for crealing an arlwork:

e use shading concept with different materials, i.e. paper, stone elc.;

e explore the effecl of different malerials on a canvas or paper; and

¢ making of paper collage step by step by hand learing on canvas

7.1 MATERIALS TO BE USED

& Paper ® Magazine s Glue
® Scissors @ Picture book « Photos
® [llustrations « Emply chocolate case & Siraw

e Other wasle materials

7.2 TECHNIQUEAND METHODS OF COLLAGE MAKING

According to the technique and materials used for making a collage, il can be
classified in quite a fair number of categories.

7.2.1 Paper collage
Made by using cul-oul, teared, stifled clippings of paper.

7.2.2 Wood collage

Made by using barks of wood, wooden sheets, ply, broken [urniture parts, wood
moulding, and wooden railing scraps, either on a massive scale or glued Lo the
canvas.

7.2.3 Decoupage

A collage is usually delined as a crafl where a piclure is pasted on an object
for decoration. The picture can be further painted with paint to create the desired
impactl. The piclure is often coaled wilh varnish for beauly and proteclion.
Drecoupage can be used to decorale lanterns, windows, boxes, and other objects.

Painting
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7.2.4 Mosaic

IL is the art of putling togelher or assembling a small pieces of paper, liles, marble
stones elc. they are oflen found in churches and lemples or as the inlerior designs
of buildings. Small pieces of stone or glass of different colours, known as
lesserae, are used lo creale a pallern or picture.

7.2.5 Photomontage

Collage made from photographs is called Photomontage; the process includes
joining various pholographs (0 make a composile photograph.

7.2.6 Three-Dimensional Collage

Three-diamensional collage is the art of pulling together Three-dimensional
objecls such as rocks, beads, butlons, coins or even soil to form a new objecl.

7.2.7 Digital Collage

Where the collage is prepared by using computer applications. A wide variety
of collages can be prepared digilally.

EXERCISE 1

Creating Collage with Tearing of Coloured Papers

Collage is commonly used as a technique in children’s piciure book illustrations
apart from its several other uses like in the film induslry, music, literature elc.

Keep in mind that whatever colour you may choose should have three difTerent
variations if you choose blue, il should be dark, light and medium shades of
blue, likewise, if you are 1o apply yellow in your artwork, then collect light,
middle and deep tones ol yellow and place them in differenl conlainers, small
bowls may serve as a conlainer for collecling papers.

Make a Collage of Houses by the Meadows
First step

Tear pholos Irom the magazine or picture books. Separale papers ol different
colours and keep them in separate boxes. Now Lear the coloured papers in small
pieces. keep and stick them inlo respective boxes or conlainers (See Fig. 7.1).
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ey

Second step

Fig. 7.1

Now mark the picture with a pencil according Lo the lones to be applied, e.g.
in the mentioned picture. The house has been marked with letters L. M and D,
denoting light medium, and dark shades. The shades shall be applied according
o basic shading rules, i.e. the areas lacing a source of light shall be the brightest.
The shadowed areas are darkest with the middle tone mixing the shades of light

and dark(See Fig. 7.2).

L
L
M S g
D.
M
.

Fig. 7.2
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Third step

Start applying the paper pieces with the glue on the drawing sheet from light
lo dark or dark to light. Start working from the top of the sheel. Paste light
blue from the lefl.

Apply medium shades in the middle and dark shades of blue in the extreme right.

Like this, keeping the source of the light in mind apply paper pieces in all the Notes Lo
portions like Lhe trees, the mountains, the lands etc. Now the collage is complele. ' i

You can mount il with while paper and enjoy this beautiful piece of arl (See
Fig. 7.3).

Fig. 7.3

EXERSISE 2

Create Photomontage of Cityscape

First step

Collect pholographs according to the theme. This particular work has been done
by photographs collected [rom newspapers and magazines.

Painting m
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Fig. 7.4
Second step

Cul the photos with scissors where necessary; otherwise, you can lear some
paper pieces for different effecls. For example, make the reflection of the
building by cul oul of different photographs. Make the effects of the clouds and
the foreground by paper learing.

fig. 7.5
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Making of Collage.

EXERCISE 3 Graphics and Different

Art forms
Collage by using waste materials

Material required: Old magarines, Newspapers, scissors, gum, chocolate
wrappers straw, and other wasle malerials.

First Step Nakea at
Cut oul a face and paste il on a dark background (See Fig. 7.6).

Fig. 7.6

Second Step

Cut out differenl faces of women with other expressions. Paste a zip on the
lips (see Fig. 7.7).

I
Vo |

Fig. 7.7
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Third step
Paste the two bigger piclure on both sides (See Fig. 7.8).

Fig. 7.8

Paste the empty chocolate cases around the neck of the women (o create
jewellery. Arrange the faces of women around the large [ace. Cul out the text
and thin sirips of paper 1o decorale the coliage.

6-
Collage
o

Creatc now Technigue
form asod |
Used hand made “"'is“T i
Made form
/
Used waste /
ubjnclfa Asscmbloge

7

forms

Painting




1. What is a collage?

2.
3.
4.
3.
6.
T
8.
9.

GLOSSARY
Visual Arl

Collage

Decoupage

Pasting

Mosaic

Pholo montage
lustration

Tearing

Wood Collage
Cubist

Gem stone

Painting

What are the materials commonly used for making a collage?
Whalt does the word “Collage” mean in French?

Mention some categories of collage-making.

Make a decoupage on a flower vase or plate.

Make a collage paper learing.

Make a poster by wsing the collage technigue (Road Safety).
Make an illustration using the collage technique (with paper).
Make a mosaic wilth paper pieces.

Form of art in which visual language is used [or expression.
Joining culouts of different materials to make a visual impact.

A method of crealing a collage on a particular object like a
Mower vase, Lantern. or pols by sticking pictures and creating
a particular background.

Sticking paper cloth or any other malerials with glue on a
surface.

Small pieces of tile, and paper cul in uniform shape, pasted
on the wall or paper.

Collage made by pasting differenl photographs.

Colourful-or-black and while drawing made o represenl or
explain a texl.

To rip apart paper or cloth in regular or irregular pieces.

Collage made by using a wood piece or sheels of wood.

Artisl, who uses a cubic patltern Lo construct a composilion.
Precious stone used for making jewels.
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APPLIED ART: GRAPHIC
DESIGN

Graphic design 15 the art of visual communication thal combines images, fonls
and ideas to convey information to the spectators. Graphic desieners combine
images and lypography to communicale a ¢client’s message to an audience. They
explore the creative possibilities of words (typography) and images (photography,
illustration, and fine art). It is up to the designers to find or create appropriate
letterforms (typography) and images and establish the best balance belween
them. Good design makes a difference in our world. Whether communicating
a social message, promoling a business. motivaling people 1o join an organization,
enabling citlizens to vole for a candidate, or simply helping travellers find their
way, good design means conneclion. Graphic design is a crealive process,
involving a client and a designer. In the 21sl century, graphic design can be pul
directly into websites, eliminating the need for an intermediary. Common uses
of graphic design include identily (logos and branding), publications (magazines,
newspapers and books), advertisements and producl packaging. For example,
a product package might include a logo or other artwork, organized text and
pure design elemenis such as shapes and colours which unify the piece.
Compaosilion is one of the most important features of graphic design.

From prehistoric 10 modern limes, arl has undergone many changes and
developmenis. The tools of drawing have changed. From charcoal, pencils and
brushes, it has reached a digital mouse. And the canvas or drawing sheet has
now been replaced with a digital screen. With the best use of software like Painl,
Photoshop, llustrator, CorelDraw and InDesign elc. Arl students and praclising
professional artists and illustrators create digital graphic design which suits best
to their needs. Of course, digital design involves many elements beyond the
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visual-coding, interaction, information, knowledge of hardware and perhaps
even electronics skills. But it is the skill of the graphic designer which matters
the most. Compared to manual design. these digital graphic designs are very
convenient to reproduce. As printing has also become digital. all manual designs
must be converted inlo digital mode before making a print file.

@ OBJECTIVES

The learner will be able lo:

¢ develop manual and digital skills for making graphic design.

® creale greeting cards manually as well as digitally.

e make cover pages for books and magazines

e design logos for products, services and companies.

e describe how to save and exchange digilal artwork with other users.

e describe the convenience of digital arl in the preseni time.

8.1 DESIGNING A GREATING CARD

The reason greeting cards are made is very simple: they not only bring a smile
Lo the face of ones, they also express how much you are concerned about them.
It could be any occasion, religious festival, birthday. wedding day, anniversary,
or olher important day. We send cards as well as receive cards also. Eye-calching
greeling cards with a good design are a sure way (o become closer lo Tamily
and friends. A greeting card is generally a simple document — a folded paper
with lext or images on the frontl and a message.

8.1.1 Necessary Material Required for Manual Graphic Designs
¢« HB and 2B pencils

e |/4 Carlridge Sheel

¢ Round brushes No. 2, 4, 6 and 8.
e Poster Colours

# Scale

¢ Compuler

® Designing soltware like Paint, CorelDraw and Photoshop

Painting
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Making of Collage,
Graphics and Different EXERCISE 1

Art forms

Preparing a Greeting Card Manually
We will make a Diwali greeting card on a cartridee sheel with poster colours.

First Step

Firsl, take an A4 size drawing sheel and fold il inlo two. Draw one reclangle
vertically and divide the space according 1o the design. Draw one Kandeel and
Diya with flame.

AIAPRPY
DIWNALL

Fig. 8.1

Painting
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Making of Collage.
Second Step Graphics and Different

Art fi
Colour Kandeel and Diya with flame on the left bottom. In the middle section i torms

wrile “Happy Diwali (See Fig. 8.2).

Notes

Fig. 8.2

Painting
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Third Step

Making of Collage,
Graphics and Different
Art forms

Then fill the background in yellow and blue as shown in the design. Now fill
the bright colours in the motifs of Kandeel and Diya. Fill colour in the text ol
Happy Diwali. You can also fill the empty space of the card with sparkies and
things of your liking (See Fig. 8.3).

HARP

D)[VAY/A\

Fig. 8.3

Painting
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Making of Collage.
Forth Step Graphics and Different
Art fi
Highlight the outlines with contrasting colours. Then your colourful greeting o
card is ready (See Fig. 8.4).
Notes

Fig. B4
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EXERSISE 2

Prepare a Birthday Card in Digital Mode
First Step
Open a page on Paint software in your compuler. Select the brush lool and

option of a crayon brush. By selecting a bright colour of your choice, create
a background. (See Fig. 8.3).

Second Step

Now [rom the clipboard tool, import a picture of a cake from your clipart and
paste it on the background (See Fig. 8.6).

Painting
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Making of Collage.
Third Step Graphics and Different
Arl forms

With the help of the shapes Lool, creale a few stars of different colours and sizes
on the left and richt sides of the cake (See Fig. 8.7).

Fig. 8.7
Forth Step
Now with the help of the text lool, wrile *“Happy Birthday" on the cake with
contrasting colours. Put one outline [rame at the botlom of the card and write

the text in reverse formation. Your card is ready. Save this design in your
document folder in jpeg format or tilT format.
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' Applied Art: Graphic Design

EXERCISE 3

Designing Logo

A Logo is a design symbolizing one’s organization-Logo represenis a company
by defining ils identity and giving il purpose. Il is an integral parl of a company’s
brand strategy and should nol be ignored. Withoul a logo, a consumer can’l
idenltily idenlify one producl or service from another. A logo can graphically
display what services or products you offer. Logo brands idenlily and adds value
to the business. The logo can be based only on the company name. A unigque
font and layoul can creale a greal logo.

Now the most imporiant part is lo gel the concepl for a logo. 1t is almost the
same process as selecling the name. First, you must determine what your logo
should say aboul your company. There are many differenl ways (o represent a
company. You may develop an image related lo a business, like a house for a
real eslale company or a car for a car dealer. On the other hand, you could use
just an abstract image representing the company’s philosophy. For example,
some blocky image would suil a stable trustful company or even just a pyramid.
Some companies may be dealing with more than one business, s0 they would
prefer to have a more generic image, bul still, you can make il look more
lechnological by implementing straight lines in combination wilh curves or make
it more corporate with more proportional, symmetrical or geometrical shapes.
People can easily identify simple logo design that has some kind of symbolic
meaning. A logo should not just be noliceable and memorable.

Preparing a Logo Manually

Here, we will make a logo for Indian Postl in manual design mode. You need
to scribble on a rough sheet to create a logo design. When you can draw an
appropriate graphic lo suil your subjecl, you go for making il final.

First Step

FirsL, on a cartridge sheet draw a skeich with a pencil. AL the top, draw an image
depicling a graphic (See Fig. 8.9).

/

T T
/ :

1

Fig. 8.9
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Making of Collage.
Second Step Graphics and Different
Al the bottom, write down ‘Indian Post’ words with a pencil. (See Fig. 8.10). Art forms
/ /
L Ef ] Notes

Fig. 8.10
Third Step

MNow neally fill the graphic shape wilh colour. In this logo, post office red suils
well. (See Fig. 8.11).

INDIAN POST

Fig. 8.11
Forth Step

Al the bottom of il very neatly [ill the text of Indian Posl with black colour.

For the linishing of the design and text, use white poster colour. Your logo is
ready (See Fig. 8.12).

INDIAN POST

Painting m
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Making of Collage,
Graphics and Different EXERSISE 4
Art forms
Designing a Lozo Digitally

For digital graphic design of the logo, we have selected the logo of NIOS.
Students can create the same logo for practice.

First Step

First open a new page in CorelDraw and pick the rectangle tool from the tool
box bar lo draw a reclangle (See Fig. B.13).

O

Fig. 8.13

As we can see, this logo has all the alphabel of NIOS. Small *n’ wilth *a" and
‘s’ inside it. For ‘1" one flame-type graphic is shown.

Second Step

MNow, wilh the help of the freehand tool, and shape lool draw the outline of
all alphabets separately (See Fig. 8.14).

Fig. 8.14

Painting
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Making of Collage.

Third Step Graphics and Different
Now make flame on different layers. Now fill each layer of the alphabet with Art forms
dark blue colour, and fill the flame with orange colour, (See Fig. 8.13).

[ )

S, Notes L—

Fig. 8.15

Forth Step

Now, al the botlom, compose with the lext tool the motllo of NIOS in Hindi
and [ill il with orange. *Convert to Curve’ the text. Now select all the objects

of all layers and group them (See Fig. 8.16).

&

faena=y wdus wa=y

Fig. 8.16
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' Applied Art: Graphic Design

EXERCISE 5

Preapring Book Cover Manually in Folk or Tribal Art Design

The basic rule of cover design is thal the cover should match the contenls of
the book. Thal means thal the style, formal, and message of the cover should
be compatible with and support the style, [ormat, and message of the book itself.
A book cover normally has the following elements:

1. Tile 2. The subtitle
3. Design and layout 4. Back cover or panel copy
5. The spine 6. Your author’s biography

But here we will prepare the ront of a book cover.

First of all, we have selected the title. We will make a book cover on Folk Art
design. As this cover is on Indian Folk Arl. we need (o prepare this cover (o
malich the conlenl. We can draw some skeiches of tribal Art. We will use Warli
paintings which are very much an ancient Indian tribal art form.

First Step

First of all, take one-fourth of a cartridge sheel and make an outline of a
reclangle and skeich some motils (See Fig. 8.17).

oot

Fig. 8.17

¢
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Making of Collage.
Second Step Graphics and Different
Draw some motifs of Warli style with a pencil on this cartridge sheel. Make Art forms

these skelches dark so that after applying a thin coal of background colour, these
sketches are visible (See Fig. 8.18).

Notes

Third Step

Apply yellow ground with one light green paich. Now darken these figures with
dark brown colour (See Fig. 8.19).

INDIAN

Fig. 8.19
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Making of Collage,

Graphics and Different Forth Step
Art forms Wrile down the title in dark green to match the colour. Your book cover on
Indian Tribal Arl is ready (See Fig. 8.20).
Notes

Fig. 8.20

EXERCISE 6

Prepare Book Cover in Digital Mode

All the elements remain the same as the manual design; only we use a compuler
or laptop for making this design. We have selecied lo draw a cover for a
mathematics book. Here also to match the cover with the content, we will use
a graphic design of similar nature.

First Step

Firsl, open a new page in CorelDraw and pick the rectangle tool from the tool
box bar to draw a recltangle. Now imporl one background lemplate from clipart
which is suitable for the subjecl (Fig. 8.21).
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Fig. 8.21
Second Step

MNow with the help of the lexi tool, creale one attractive collage ol mathematics
numbers in the lower halfl of the cover (See Fig. 8.22).

Fig. 8.22
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Third Step

Now again with the help of the text tool, create the title, subtitle, and other
necessary mallers (See Fig. 8.23).

Fig. 8.23
Forth Step

We have made this cover for NIOS, and put NIOS logo on the lefl side bollom.
Your cover of a mathematics book is ready in digital mode. Now save this design
in CDR and PDF mode and lake oul the prinl (See Fig. 8.24).

Painting
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WHAT YOU HAVE LEARNT Art forms

Gr-rh'-i Design
Consist

1 I
Words Ideas
Use Software

|
| I I |
Photoshop Mustrator CorelDraw Indesigm

—X

Create Digital

-\ TERMINAIL QUESTIONS

1. Create a book cover design manually.

Notes

2. Draw some molifs of Warli style on a cartridee sheet and make a greeling
card.

Design a logo in an A4 size cariridge sheel.
4, Make a Diwali greeting card in A4 size with poster colour.

GLOSSARY

Communication message
Typography lettering
Eliminating do away with
Prehistoric ancienl
Inleraction dealings
Philosophy viewpoinl

Painting m
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CREATIVE DESIGN WITH
REFERENCE TO TRIBAL
AND FOLK ART

Design is that area of human experience, skill and knowledge concerned with
man’s ability to mould his environment to suit his material and everyday need.
As we will see Lhese tribal and folk art forms ol India, like Madhubani painting,
Bhill art and Kolam from South India. We will exploit all these lolk art forms
by adapting their motifs lo create somelhing new. So desizn could be viewed
as an aclivity that translate an idea info a blueprint for something useful and
decorative i.e. why we are going o adapl these folk motifs o give a new
expression Lo our idea with the help of rearrangement and repetilions of these
forms.

Madhubani painting (also known as Mithila Painting) originated during the
Ramayana age when King Janak a ruler of Mithila. made people paint the floors
and walls of their houses on the occasion of his daughter Sita’s wedding Lo Lord
Rama. Although, Madhubani painling has remained confined to a compact
seographical area and the skills have been passed on through centuries, the
content and style have largely remained the same.

Bhills are the second largest tribal community in India after the Gonds in weslern
and cenlral India. The history of India’s (Adivasi) tribes dates back 1o the pre-
Aryan era. For ages, lhey reigned over the subconlinent’s hilly lerrains. Like
{Adivasi) tribes, the Bhills live close o nature and lead a predominantly
agricultural life. Their art focuses on Lheir natural environment [lled with songs,
rituals and folklore.

Kolam is a beautiful art of women. related to Brahmin culture, which originated
in south India more than 300 years ago. The decoralion is nol the sole purpose
ol Kolam; it is also thought to be bestowing prosperity to homes.

Painting
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OBJECTIVES Art forms

The learner will be able lo;

@ differentiale the various tribal and folk art forms of India;

e identify different forms, symbols and motifs used in the enlisted [olk style Notes
of painting;

e slale the concepl of crealing these tribal and folk arl forms;

¢ discriminale the old traditional techniques of these arl forms [rom the
modern approach;

e creale a different style Irom geometrical shapes; and

e use folk motifs, symbols and patterns for creating the design.

9.1 MADHUBANI PAINTING

Madhubani or Mithila paintings have been done traditionally by the women of
villages around the present town of Madhubani, Darbhanga and the other areas
of Mithila. They are nol jusl allractive drawings, bul an expression of [olk
legends which simple villagers turn 1o prey in their daily rituals and also their

Painting m
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Art forms

Notes

. Creative Design with Reference to Tribal and Folk Art

association wilth nature. The painting is traditionally done freshly smeared with
cow dung and mud and finally coated with a paste of powdered rice. Madhubani
painting also uses two-dimensional imagery. The colours used are derived [rom
plants. Then ornale floral patlerns, figures with bulging eyes and outlines of
borders elc. are made. Figures from nature and mythology are also adapted Lo
suil their style.

Fig. 9.2

The themes and designs widely painted are the worship ol Hindu deilies such as
Krishna, Shiva, Durga, Laxmi, Saraswati, the Sun and the Moon, the Tulsi plant,
wedding scenes and social happenings around them. Floral, animal and bird designs
are used o [ll up the gaps. There is hardly any emply space in his style. The
colours are applied flat with no shading. A double line is drawn for outlines and
the papis filled with either cross or tiny straight lines. In linear painting, no colours
are applied; only the outlines are drawn. In today’s world, for commercial
purposes, the work is now being done on paper, cloth, canvas elc.

Symbols, Motifs and Forms used in Madhubani Painting: Human figures.
Birds, Borders, Krishna, Fish, Sun god, Floral Patterns and Tree.

9.2 BHIL ART

The tradition of Pithora Bhil painting firsl stemmed from home. Myriad images
from myths and folklore are seen to be adoring their walls and ceilings. Every
year a new plaster ol Mittichitra (clay reliel work) and paintings are applied

Painting
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Making of Collage.

Lo the interiors of the house. Pigments are made with natural materials like leaves Graphiics und Different

and flowers, while brushes are made with neem (wigs. Millichitra’s painting

Art forms
reflects the changing seasons, the natural phenomenon guiding their harvest and
the Gods prolecling them. The Bhill Painling also depicts the simple human joys
of birth and other ceremonial occasions.
Notes

Fig. 9.4

Symbols, Motifs and Forms vsed in Bhill Paintings: Deer, Border design,
Mouse, Snake, Bird. Elephant ride, Human at work, Cock. elc.
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93 KOLAM

In the olden days. Kolam used lo be drawn in coarse rice [our so the ants didn’t
have lo walk loo long for a meal. The rice powder is said lo invile birds and other
small creatures Lo eal it, thus inviling other beings into one’s home and everyday
life, a daily tribute to harmonious coexistence. Il is the Hindu belief that the
seomelrical patlterns and designs applied with rice {lour al the entrance invile
goddess Lakshmi into the household and drive away the evil spirits. There are
specific Kolam atiributed to the various deities. The paltern range belween
ceomelrical and mathematical line drawings around a matrix of dots o free form
artwork and closed shapes. Dots (Pulli) are arranged in a specific sequence and
order; Lhese dols are joined to make pictorial designs. The designs are of two lypes-
joining the dots with straight lines to create the pattern and formation of twisted
chains by linking one loop with the other and forming a wonderful design. It is
believed Lhat the dots are symbols ol challenges which we have o face in our
lives, and the curvy lines around the dots are the journey of our life.

Fig. 9.5

Painting




Fig. 9.6

Symbols, Motifs and Forms used in Kolam: Dols, dots joined with a straight
line, dols joined with curved lines, curved lines leaving the dots, straight lines
leaving the dots, and continuous lines withoul removing the hand.

9.4 REQUIRED MATERIAL

A student, should have the following malterial for Madhubani, Bhill and Kolam
painting:

. Drawing board or hard board
Drawing paper or cloth
Drawing pins

Pencil

Eraser

Water soluble colour

Colour mixing palelle

Watercolour brushes

N A S

Black pen
10. Clothes and rice pasle for practising on the floor

11. Colour mixing bowl

Painting
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EXERCISE 1

Draw Picture In Madhubani Style on a Drawing Sheet

First Step
First, draw the required pattern on the tracing paper and copy the design into
the drawing sheet using carbon paper (See Fig. 9.7).

Fig. 9.7
Second Step

You can make (he leatores ol face, as il generally seen in Madhubani painting
(See Fig. 9.8).




Creative Design with Reference to Tribal and Folk Art |

Third Step

Use Posler colours for paper. The colours are applied flat with no shading.
Traditionally there are only basic colours used, like orange and red but youcan also
add colours like pink, purple, and blue to make it more altractive (see Fig. 9.9).

&
s
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=

Fig. 9.9
Forth Step
Draw oullines using the black colour. There is normally a double line drawn

for the outlines, with the gap between the lines filled by cross or liny straight
lines. Make sure you have a border. It will add new dimensions (o your painting

(See Fig. 9.10).
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Fig. 9.10
Draw outlines using the black colour and leave them to dry for 24 hours. Your
Madhubani painling is ready.
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Draw Picture in Pithora Style on a Drawing Sheet

It’s a Bhill belief that their gods and goddesses travel on horseback. Therefore
they draw the Pithora Horses as auspicious symbols.

First Step

It is a very simple art form of painting. First, draw the required pattern on the
drawing sheel (See Fig. 9.11).

Fig. 9.11
Second Step

You can make the features ol the face and characler of the animal. as il is
senerally seen in Bhill's painting (See Fig. 9.12).

Fig. 9.12

Painting
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Making of Collage.

Third Step Graphics and Different
Use [lal Posler colours without shading on the paper. Traditionally only basic Art forms
colours are used, like orange, green and red (See Fig. 9.13).

Notes

Forth Step

After you colour the horses, put symmetrical dots on the line with while, green,
blue and yellow inside the horse and [ill the whole area (See Fig. 9.14).

Fig. 9.14

Now, your Bhil painting of Pithora horses is complete.
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Art forms

Draw Kolam on drawing sheet
First Step
| Draw 7 dots in the central column of the array. On either side of this centre
Notes

| column two columns, each with 5 dots. Al the extreme end there are single dols
on both the lefi-hand and righl-hand sides of the array (See Fig. 9.15).

Fig, 9.15

Second Step

Now, draw a simple loop through the gaps between dots in an overlapping way
See Fig. 9.16).

Fig. 9.16

m Painting
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. . . Art forms
Then, draw another loop that runs along the periphery of this Kolam design
connecling the previous loops (See Fig. 2.17).
Notes —

Forth Step

Small circles usually are drawn around such independent dols in a Kolam, and
lastly draw. four circles around the above-mentioned dois lo complete the Kolam
pattern (See Fig. 9.18).

Fig. 9.18

Now, your Kolam painting is complete.
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e‘ WHAT YOU HAVE LEARNT

Tribal and Folk Art

| |
Madhubani Bhil Painting Kolam Painting

e | |
Mobf Usc Motif Use Motf Lse

1. Choose a simple motif of the Madhubani painting and draw il on a sheel,
keeping in mind the use of double lines, borders and earth colours.

2. Create a composilion of animals and birds from the given molifs of Bhill
art and colour il according to the technigue of Bhill painting on a drawing

sheel.
3. Creale a Kolam with the help of straight lines on a drawing sheel.
4. Draw a Kolam on the [loor using the traditional lechnique.
3. List the themes and designs widely painted by the Madhubani painters.
GLOSSARY
Adjoining neighbouring
Conlined Resiricted
Folk legends  popular village slories
Rituals esthetic religious ceremony
Ornate lo decorale
Jolting bumpy
Reigned ruled
Terrains a region

Painting
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Prosperity
Myriad
Folklore
Harvest
Ceremonial
Coarse
Blueprint
Exploil
Sole

Adivasio

Painting

Making of Collage.
success or wealth Graphics and Different

modern interretation of mythical concept SR

Myths and legends related to the folk people

cullivaling crops

ritualise occasion

Thick, rough Notes
Original document

in this context, it means (o learn more and use the knowledge

Only

Tribes the original residents of a particular area
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) Yours suggestion

Did you consult any other book to study Painting (Practical)? Yes/No
If Yes, give reason for consulling it

Name :

Subject :

[ Enrolment No:
| Address :

Book No:

(*d'1) ¥AION ‘79-10103§

BAIY [EUORMINSU *ST-+7-V
Supjooyps uadQ Jo aninsuj [euoOnEN
("pEIV) J01X2I1(] JURBISISSY



