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ABOUT THIS BOOK

This book is prepared according to the approved curriculum of Punjab Curriculum
and Textbook Board for the subject of Art and Model Drawing grade 9. The data
presented in this book fulfills the requirement of practical utilization of the subject,
its practice and relevant history of art, design and architecture in Pakistan.
For better understanding of its aims and objectives this book can be divided into
two parts. The first half (from chapter 1 to 4) is aimed to provide adequate
knowledge and understanding of practical aspects of the subjects: like drawing
and sketching, painting and design. The second half (from chapter 5 to 8) is aimed
to enhance the knowledge about art, culture and ancient architectural edifices in or
around Pakistan.

Following is presented a short description of each chapter:

Chapter 1 is an introduction which narrates the basic knowledge about elements and
principle of art making.

Chapter 2 is about Drawing and Sketching. This chapter provides multiple exercises
for practice of drawing and sketching in several different ways which can enhance
the skills of the students and make them understand that how can they achieve the
desired visuals through practice of drawing and'sketching.

Chapter 3 is about painting practice. Students can enhance their knowledge about
the kinds of paintings through it. This _chapter also presents multiple exercises for
practice of painting with different mdterials.

Chapter 4 is an introduction s#o\graphic design along with a sound practice of two
styles of calligraphy (the art of writing letters). It comprises multiple exercises of
Urdu and English calligfaphy, poster making and pattern making and pattern
making of different kinds:

Chapter 5 presemnts; the information about some of the very important historical
building from afieient to the contemporary monuments in Pakistan.

Chapter 6 is a short review of history of painting in South Asia and notes on few
selected painters of Pakistan.

Chapter 7 is focused to provide information about a few selected calligraphists in
Pakistan.

Chapter 8 is narration of Pakistani craftsmanship. It provides general information
about textiles, weaving, printings and embroidery.
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Chapter # 1

INTRODUCTION TO ART AND DRAWING

1.1.What is Art?

Art is a subject dealing with human activities of many kinds. It expresses emotions,
conceptual thinking, technical skills and imaginative power in the form of creative
visuals or the art pieces.

Commonly the diversity of its nature can be divided into several categories like Visual
Arts (painting, drawing, sculpture, ceramics, calligraphy and graphi¢-designs etc.),
performing arts (theater, dance, music, film and many other performing arts), interactive
media arts( audio and video games, advertisements, animations, moving images, posters
and digital media arts), literature, architecture, textile etc. Morgover the study of history,
criticism, aesthetics and philosophies in art are also considered another range of art
activities.

Till the 17th century art was not considered a different gategory from sciences and craft.
But in modern world fine arts is regarded as distinguished and a separate field from
decorative and applied arts because of its aestheticconsideration.

“Within this latter sense, the word art may-refer to several things: (i) a study of a creative
skill, (ii) a process of using the creative skill, (iii) a product of the creative skill, or (iv) the
audience's experience with the creative skill. The creative arts (art as discipline) are a
collection of disciplines which produce artworks (art as objects) that are compelled by a
personal drive (art as activity)’and convey a message, mood, or symbolism for the
perceiver to interpret (art,ag €xperience). Art is something that stimulates an individual's
thoughts, emotions, beliefs, or ideas through the senses. Works of art can be explicitly
made for this purpose-er interpreted on the basis of images or objects. For some scholars,
such as Kant, thesciences and the arts could be distinguished by taking science as
representing the~domain of knowledge and the arts as representing the domain of the
freedom of artistic expression”. 1

1.2 Basic Elements of Art and Drawing

i. Line: Most drawing materials or tools make linear marks much more easily than they
make areas of tone; indeed the word “drawing” is immediately associated with line. In
nature, lines do not exist; as made by the artist they are simply a graphic device to show
the extent or shape of a thing. In other words, they indicate that position in space where
one thing ends and another begins. Regardless of the drawing materials being used, a
simple line can show a great deal more than just the shape of an object. Lines can be made
thick or thin, heavy or feint, continuous or broken —all of which help to describe

'What is Art, https://www.gelonchviladegut.com/en/gelonch-viladegut-a-what-is-art/
(Accessed on July 20th 2018).



not only the shape of something but the quality and degree of light falling on it or its
surface quality and texture. An illusion of the form or solidity of an object can be further
enhanced and described by using a device known as contour lines. Unlike those lines
which describe the external shape of a thing, contour lines show the internal shape by
following and describing the direction or angle of a flat or curved surface.

ii. Colour/Hue: Colour is one of the most powerful of the elements. It has tremendous
expressive qualities. Understanding the uses of colour is crucial to effective composition
in design and the fine arts. The word colour or hue is the general term which applies to
the whole subject - red, orange, yellow, green, blue, violet, black and white and all
possible combinations. Any given colour can be described in terms of its value and hue.

Value is defined as the relative lightness or darkness of a colour tone{It is an important
tool for the designer/artist, in the way that it defines form and create§ spatial illusions.

Primary colours cannot be created through mixing of other coleurs. They are colours in
their own right. The three primary colours are , YBLL'QW and 5JR#J3.

Primary colours can be mixed together to produce secondary colours. The table below
shows the combination required to produce secondary colours.

YELLOW +
BLUE +
RED -+

Mixing of the secondary colours can produce more tones which can be seen below in

the colour wheel.
Change
in tone
from
dark to
light L
v

Change in hue (not tone) >

Figure 11 colours and shades

Every colour can produce a variety of tones. The variety of a single hue from its lighter
shade to the darker range is called value.

iii. Tone/value: Tone or shading, indicates the form or shape of an object. It is important

to learn how to convincingly represent tone in order to give two dimensional drawing the

appearance of having three dimensions — height, width and depth. Tone is defined by the

quality, quantity and direction of the light falling on an object. It is also influenced by the

colour, texture and any pattern present on that object. The easiest way to understand tone

is to look at a black and white photograph. You will see how everything can be given
2



what is known as tonal value. These values run from white, through all the shades of grey
to black. (See the image below). Similar is the case with any monochromatic picture in
red, blue or green. Tones can also convey mood and atmosphere. There are several
different shading techniques and, whilst most of them can be used with several different
media, some are best suited to specific media and it pays to match the technique with the
drawing materials being used.

Figure 1.2 Tonal values

Graphite is perhaps one of the easiest materials“to vénder tone with. By varying the
pressure applied when using a soft pencil, a full range of tones — from very pale grey to
dense black — can be made. You will find that a-light tone is easier to make if you hold
your pencil lightly, high up the shaft, whilst a dense, dark grey or black requires you to
hold the pencil nearer the point. With practice, it is possible to vary your grip and the
pressure applied without it being necessary to stop drawing. You can practice this on a
piece of scrap paper. Remember that it is easier to make a tone darker then it is to make it
lighter, so always build your torie from light to dark.

iv. Texture: Tone describes the shape or form of an object but it is a texture which
describes the characteristics of an object’s surface. Every surface has a texture —it can be
smoothness of glas§’anid ceramic, the roughness of wood or the weathered pitted surface
ofastone.

The artist’s problem is what marks to make in order to give convincing look to these
surface textures, whilst using exactly the same drawing material to represent both rough
and smooth surfaces. Representing texture gives the artist a chance to be inventive and
dig deep into his or her repertoire of techniques in order to find one that matches the
texture being drawn. An eraser is a useful tool when making textural marks as it enables
the artist to work back into the graphite tone and create a range of marks, which would be
difficult, if not possible, to create in any other way. The choice of paper or surface is an
important consideration. For highly textured objects with rough, pitted surface choose a
rough paper; for surface like glass or ceramic choose a smoother support. Think
carefully what you are drawing and choose a support or paper which has a surface that is
sympathetic to your subject.



1.3 Basic Shapes and Forms

The basic shapes are two dimensional shapes; these
are circle, triangle, and a square. All other shapescan |
be viewed as variations and combinations of these .
shapes. Looking for the flat shapes is a great way to f )
simplify the structure of the subject into its most \ J / \ |
basic of elements. This way one can capture the = e e
overall sense of the object and draw without
worrying about volume.

/\

The basic forms are the three dimensional equivalents to the basic shapes. In a sense the
basic forms combine elements of the basic shapes to create form. For example, the
cylinder combines a rectangle or square with the circle to get at its form.

SHAPE | FORM
a )

Figure 1.3 Shapes and Forms

Squares, rectangles, triangles, cones, cylinders, circles, ovals...these are the basic
shapes that can help anybody in drawing objects more accurately. This information can
be used when doing a still life, a landscape, and practically any object or a specific
subject.

1.4 Principles of Art

Principles of art generally deal with the use of elements of art in an art work. It means that
how an artist use all the elements like line, colour, tone, texture, shapes and forms to
make art work. There are eight principles of art which are rhythm, balance, harmony,
unity, proportions, variety, emphasis and movement. These principals are all about the
way the artist use the elements of art.



Chapter # 2

DRAWING AND SKETCHING-I

2.1 The Importance of Drawing and Its Usage

Drawing is an act of creating image by hand using such graphic elements as
outlining, shading, and filling in of solid areas. Different combinations of the graphic
elements are used to achieve three-dimensionality, tonal effects, and chiaroscuro
(contrast of light and dark). Drawings generally are monochromatic or consist of a
somewhat organic blend of different colours.

Drawing has broad application, representing one of the most impextant and highly
developed fields of representational art. In addition to its use ferartistic purposes,

drawing is used for scientific illustration. It is also used\inydpplied art and in
designing (drafting). Drawing is the basis of all art forims on a planar surface
(painting, printing, relief). It is usually the initial stagein(the execution of a painting,
playing an important role in determining the outlines, form, size and spatial
distribution of objects. Hence, the term “drawing? signifies the totality of linear and
plastic elements that determine the structure.and spatial relationship of forms in a
painting.

Drawing is the basic technique used in¢theé\graphic arts. Other forms of graphic art,
such as engraving and lithography, areg’based on drawing. It is an exceptional means
by which an artist grasps and studies réality especially drawing from real objects or
models.

There are numerous types of drawings, differing in medium, theme, genre, purpose,
and technique. A drawing/may be executed as an independent work of art or as a
preliminary study for the\execution of other works of graphic art, painting, and, less
commonly, sculpture, or architectural planning. Preliminary drawings (studies,
sketches) by any skilled draftsman or artist are often of outstanding artistic

2.2 Tools mm’[aterials

This section describes and explains the material for the drawing process. Fortunately
most of the drawing material is inexpensive and capable of producing many
drawings.

Pencils: One drawing tool familiar to everyone is the “lead” pencil. It is not, and
never was, made of lead but of graphite. Graphite pencils run from 9H — the hardest,
which makes a very pale gray line — down to H and HB. The grades then run from B
up to 9B — the softest, this makes the darkest line of all. Remember that each grade of
pencil will give an optimum dark tone and applying more pressure will not make that
tone darker. If you require a darker tone then you will need to use a softer grade
pencil. It is for this reason that drawings are usually made with a pencil which is at
least HB, B, 2B or softer.

5
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Figure 2.1 Pencils

Graphite sticks: Today, many artists use graphite sticks for drawing. These.are simply thicker
version of the same graphite strip found in pencils available in HB, 3B,/6B.and 9B grades.
They have several advantages over the orthodox “wooden” pencils. The'barrel shape is round
and can be sharpened from one side like the pencil. This way a large ar€a of graphite can be
used to mark bold thick lines as well as the fine lines with its tip, The resulting powder in the
process of sharpening the graphite stick can be rubbed on to different drawings to create tone.

Figure2.2 Graphite sticks and their effects

Charcoal: Made from carbonized wood, the sticks are graded as soft, medium or hard and
thin. The lines and texture made from the charcoal sticks and pencils are usually dusty, so will
need fixing to prevent them from being smudged. For this purpose textured paper and fixative
spray is used.

Figure 2.3 Charcoal sticks and pencils and their effects
6



Coloured Pencils: Coloured pencils are made in a similar way to graphite pencils.
The pigment is mixed with clay filler and a binder and this mixture is then
impregnated with wax. This acts as a lubricant which helps the pencil slide smoothly
over the support and to fix the colour to it. Pastel pencils are also similar to coloured
pencils, made from a strip of hard pastel secured in a wooden barrel. The lines and
marks with pastel pencil are not as permanent as that made with coloured pencils and
need to be fixed by fixative spray.

ill...ll.lni

Figure 2.4 Colour pencils K@

igure 2.5 Pastel pencils and their effect

Q

Sharpeners: sharpeners create a neat point and needed for graphite sticks and
pencils, and loured, pastel and charcoal pencils. For all other pencils and sticks a
better result is achieved while using a sharp craft or utility knife. These enable the point
to be sharpened to suit the style of the work in hand; it can be made long or short, or even
sharpened at an angle.

STANDARD

The cut the
wood away

With a few
strokes %
in a direction away from you -

Figure 2.6 Sharpeners
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Erasers: The rubber is soft and malleable; it can be used for cleaning large areas and
lightening tone or pulled into a point to put in highlights.

Figure 2.7 Erasers &

Fixative: To prevent drawings made with pencils, charcoal Q@@r soft pigment or
material from being smudged they need to be ﬁxed% sure to follow the
manufacturer's instructions when using it. Keep in min ?{V nce fixed, the drawing
cannot be altered by using an eraser. However, yo ork on top of the fixed
drawing and it is a common practice to fix a drawing periodically whilst it is being
made.

Figure 2.8 Fixative

Paper and suppor

t: It is wise to match the paper or support to the media being used,
as some papers are better suited to working with certain media. There are three
distinct paper surfaces, rough, smooth and drawing papers. Rough, as the name
suggests, has a random, textured, grainy surface. It is best suited to bolder work
using charcoal, chalks, pastel pencils, soft graphite pencils or sticks. Paper with the
smooth surface is known as “hot pressed”. They are ideal for pen and ink work, wash
drawing and fine pencil work. Drawing papers are white but coloured papers are also
available with both smooth and textured surfaces and are ideal for pastel, chalk,
charcoal and coloured pencils.

8



Figure 2.9 Drawing papers /supports

Drawing boards and easels: It will be easier to work if the pap @support will be
fixed to a drawing board. A good choice for the students is ng board with an

adjustable table or easel. .\L\,
x <

Figure 2.11 Adjustable table easel
9



Figure 2.12 Below are different kinds of easels

10



2.3 Drawing Practice

For drawing practice students will learn different styles of drawing which can help them
in producing a more accurate presentation of the objects. Firstly, they will examine the
object they want to draw, and determine what basic shapes make it up.

The image below guide the students to identify the shape as well as the basic form of
the object

¥Sphere ¥ Cylinder ¥ Cone ¥ Cube

- —

Figure 2.13, Drawing Practice

Note: Before starting drawing practice in-Class, talk about how “drawing is seeing.” The
objects that are to be drawn are made up-of basic lines and shapes. Put them together in
certain ways.

Drawing Practjg@;@i

Observe the basicshapes

Material:
1. Pencils
5. Drawing
3. Paper
4. Erases

5. Reference Photos

Dear students! Look around the room. Can you find a circle? (Circles can include
door knobs, light fixtures, heads of the other students.) Can you find a square?
(Squares might include picture frames, window panes, and doors). What about a
triangle?

When you draw, it's helpful to begin by drawing with shapes. You will want to sketch
these, drawing them lightly, as you may need to erase some of them later. For
example, if you were drawing the bear below, you might first draw a large oval for its
body, a smaller oval for its head, two round ears, rectangular legs, and round paws.

11



2. What shapes do you see in this drawing of a dog? Draw the shapes — but only the shapes.
Don't worry about drawing any details. As you draw, be sure to note where the shapes
connect with each other such as where the ears connect to the head and where the legs attach
to the body.

12
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3. Your drawing might look like something like this:

LD

e,

\-_

\
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I , 1 J

o E;-_,,ij//

4. Now that you understand how to look for shapesplet's look for the basic lines, straight
and curved. You can see straight lines on objects such as the edge of a door, window, or
book. Curved lines are everywhere else - ah.apple, a smile, an ear. Looking again at the
picture of the puppy, let's add the lines on tép of the shapes we drew. Pay careful attention
to where the lines are straight and where'they curve.

5. As you draw the lines, remember that you don't have to the shapes exactly —use the shapes
as a guideline for where the lines should go (notice that you can still see part of the shapes in
the example above). After you've drawn in the straight and curved lines, simply go back and
erase any extra lines youno longer need.

13



Drawing Practice #2

Drawing of symmetrical objects-1

Material:

Pencils

Drawing Paper

Erasers

Reference Photos
Symmetrical Household
Objects

$0 5> 2N =

Figure 2.14 gy\mnetncal vases
Astill life is a drawing or painting of inanimate objects. It ould include flowers, bowls, fruit,
old shoes, tools, toys — the possibilities are endless! n creating a still life, the skill of
drawing symmetrical objects comes in handy. S %lcal objects are objects that are
exactly the same on both sides. If you were to line straight down the middle of the
object, the two sides are mirror images other. For example, these vases are
symmetrical (Figure 2.14). Q

Mirror Drawing Practice Q
Look at the ob] ects below. The ﬁrst ha of'the object has already been drawn. Draw the other
side of it to mirror itexactly, comPl e picture.

7
B4 b

Figure 2.15 Drawing Symmetrical Shape

14



Drawing Practice #3

Drawing symmetrical objects-2

Note: For this exercise, arrange different kinds of bottles on a table in the class room for the
live observation of students. For initial practice students can copy one or more of the pictures
below.

Figure 2.16 symmetrical objects

Draw the basic shape of an object on your paper, making sure your drawing will fit on the
page. For example, if you are drawing the vinegarlbottle, your sketch might look like its
actual shape. Draw the second side of the object tormirter the first side.

Figure 2.17 Drawing of a symmetrical object

Dear Students! Squares, rectangles, triangles, cones, cylinders, circles, ovals...these are the
basic shapes that will aid you in drawing objects more accurately. This technique can be used
when doing a still life, a landscape, and practically any other object or subject you wish to
draw. As you progress through this technique, you will see how this style of drawing can aid
you in producing a more accurate presentation of the subjects. First, examine the object you
want to draw, and determine what basic shapes make it up.

15



Drawing Practice #4

A Still Life Drawing

Note: When drawing a still life you can use some of the techniques from activity 1, 2
and 3 as well as learn some new ones.

A still life is a picture, painting, or photo of an object or group of objects arranged
together. It could be a drinking glass, flowers in a vase, an old shoe, a collection of
tools, or a pile of toys. For this practice, we'll be drawing a still life from the photo
below.

Figure 2.18 Still life

To begin, you will sketch out the basic shapes you see in this still life. Draw them
very lightly to determine how big the objects should be and where they should be
placed on the paper. Too big will run right off; too small will look like you chose the
wrong size of paper. Your drawing sh fill up most of the page, but don't let it get
too close to the edges; you will los(bome of your picture if you frame or mat it when
you're done.

J
e

N\

Once you have your placement, double check the proportions of the objects.
Remember, proportion refers to the size something when compared to something
else. For example, apple is about half the size of the pumpkin; make sure your
pumpkin is twice as big. Measure them with a pencil. Hold your pencil next to the
pumpkin. The pumpkin is about one and a half pencils high. Now hold your pencil
next to the apple. The apple is only about half a pencil high.

16



with darker lines to draw the objects. Look at all the lines to see if they are straight or
curved and to see where they connect.

In this drawing, notice the bottoms of the apples versus the bottom of the pumpkin.
The bottoms of the apples appear lower than that of the pumpkin.

This is because the apples overlap the pumpkin. When two things overlap, the object
in the front appears lower than the object in the back.

@me to add the shading. Look at
the photo again. There are shadows not onl table, but also on the pumpkin
and the apples. Using your 2B pencil, gen over the apples with a light layer of
graphite. (Drawing A) This will give the appearance of having colour, even
though you are drawing in "black and é{e.

Drawing A Drawing B
Next, where you see the shadows, press the pencil a little harder, making the area
darker. There are a couple of ways to do this. One way is to move your pencil around
in a circular motion, creating marks like in the drawing B.

Another way is to make straight lines very close together (Drawing C). Be sure these
lines are all going in the same direction. Whatever direction you choose for the
shadows of the first object, use the same direction for the shadows of the other
objects.

17



Drawing C Drawing D

You can also use lines that criss-cross which is called cross-hatching (Drawing D).
If you use this method on one object, go ahead and use it on all of the%

Continue this same process with the other apple and the pumpki dd the shadows
onthetable.

*

S 3

N\
Note: To improve your dra\% skills you must practice, practice and practice. You
can collectand arrangme@ om around your home to create your own still life.

When drawing a stillife from the actual objects instead of photos, you'll find that you
can draw the from many different perspectives, or points of view. Each
perspective sult in a different drawing. In the photos below, none of the objects

were moved. The photos were taken from different perspectives. Notice the "change" in
the shadows as well.

TN e o 1N

Figure 2.19 Options for composing the fruits in different way

18



Drawing Practice #5
Still Life with Fruit
Material

1.Pencils HB or 2B
2.Eraser
3.Sharpener

4 Drawing paper
5.Drawing Board

Figure 2.20 StilLLife

Note: This exercise primarily will explore the potential of the(simple pencil line.
Arrange a few pieces of fruit on a square wooden choppingiblo¢k. For this exercise
as most of the fruits have relatively uncomplicated, rounded;fltiid shape with little in
the way of extreme surface textures. This will be an ideal’subject for the students to
practice the line work and develop an understanding of shapes and forms.

L.

The arrangement of fruit on a square wooden chopping block has the effect of holding all
the images into one place. Begin by lightly indicating the shape and position of the board.
Pay particular attention to correctly positioning the angle of the line that represent the
right - and left - hand side of the block. On to this, lightly indicate the simple shapes and
position of the fruit. Once you complete this positioning, use these light lines as a guide
and redraw the edges of the block and its shadow with a darker line by applying heavier
pressure to the pencil.

19



2.
Draw the bananas next. Although they appear to be gently,curved in shape, the line
describing their shape should search out and show eacH slight change in direction. Note
how one of the bananas intersect or overhangs the/€dge of the wooden block. Use the
darker of heavier line on the side of banana in shadow«and draw a lighter line on the side
receiving light. The angled sections, which” make the sides of banana, should be
indicated using low intensity of lines.

3.
The pear and lemon will be drawn in the same way. As you are drawing, pay attention not
only to the shape of each piece of fruit but also to the shapes created around and between
them, relating their shape and position to the bananas and the edge of the block. These
shapes around an object are known as negative shapes and are as important as the object
itself or the so-called positive shapes.
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4.
Draw the orange and apples as before, vary th@essure as you draw the lines;
apply less pressure on the lit side of an obj eclﬁg‘l eavier pressure on the side in
shadow. Pay particular attention to the stem or the area where each piece of fruit
was attached to its parent plant and noti degree to which each piece of fruit
dissectsthe edge of the wooden block.s\

QO _

— B

5.

Use a few lines to describe the position where the shadows fall on both the wooden block
and each piece of fruit. Also use light lines to describe the contours of each piece. These
should not be overdone — two or three lines for each piece of fruit are enough. Add lines
toindicate each section of wood making up the wooden block.
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6.
Add more lines to the block to suggest the pq:%ibf the wood grain. Make these
1

lines darker in the area of shadow and on th: edge. This has the overall effect
of throwing the fruit, which in tone, is m ighter, to get relief.

7.

Although essentially a line drawing, complete the work by adding a little simple
tone to these areas in deep shadow. Apply the tone using a series of simple lines,
following the shape of contour of each surface.
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8
Try a different arrangement and m: m. The possible variations of a simple
arrangement are almost limitless. Experiment with the composition by adding or

removing different objects or s and also try with different material like
charcoal sticks or coloured pet .

Figure 2.21 options for Still Life with Fruit
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Drawing Practice #6
Still life with hard objects

Material

1.Pencils 2B and 6B
2.Eraser & sharpener
3.Drawing sheet or paper
4.Ruler

5.Drawing board

Figure 2.22 Still Life

Note: Arrange a still life using a collection of objects that ca@und around most
homes like jars of different sizes and colours, ball, woode es etc. Such shapes
are relatively simple, as are ellipses and perspective (2‘1

source of light should come strongly from the ri
evident and straightforward to represent. Q

O

box and bricks. The
s the objects would be

1

Using the 2B pencil, sketch in the position of the objects. Work lightly so that the
lines will disappear once tones is added. Notice the jars and pots are little more
than simple cylinders; concentrate on getting shallow ellipsis at the top and
bottom of each of them correctly. The wooden ball is simply a circle. Draw the
boxes according to the perspective. Once you complete the drawing of the
objects, begin to work the middle tones, seen on the left-hand jar. In order to
make darker tone, apply heavier pressure to the pencil.

24



2.

Use the darker tone in the vase of dark colour. Press ha ogfake the dark tone between
the left-hand jar and small pot at the front. nght pr e estabhshes the overall tone of
the small pot with slightly heavier pressure givin %adow inside, around the rim and
the shadow cast by the wooden ball. O

3.
Scribble arelatively dark tone evenly across the wooden ball and apply a slightly

lighter tone across the front of the wooden box. Work a similar tone onto the
earthenware jar placed at the top of the box. Darken the rim of the jar and add a
dark area to the jar's left hand side and the top of the box immediately below the
jar. Treat the small boxes next with the light tone applied to the side facing the
light and a mid- tone on the forward-facing side. Indicate the lid of the box and
the shadow beneath it with a dark line.
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4, O
Establish the shadow tone seen on the wall behin%@itjects, followed by the
linear pattern of the wooden grain along the edge of the shelf. Change to the 6B
pencil and darken the vase at the back. Darke shadow side of the left-hand
pot and the wooden ball and its cast shadow n the left-hand side of the box
and the top of the box immediately beneatQ? earthenware pot placed at the top
of it. Add a little shadow beneath thedbrick with a dark line and describe the
wooden grain on the front of the box.

5

Use the 6B pencil to describe in the very dark shade beneath the shelf. A quick and easy
way to do this is to use the straight edge of a ruler as a mask. Hold this down on the paper,
support with one hand, whilst using the pencil with the other to scribble up to it. Notice
how once a mask is removed the quality of the dark edge which is left has a pleasant
crispess to it.
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6.

At this point any hlghllghts or lightening of tont% '- made by using a piece of soft
eraser. [tis always easier to darken an area of't itis to lighten it, so try not to over-
darken tone and always judge an area aga one next to it. Graphite makes eraser

dirty very quickly and they will not last 1 You may cut the eraser into pieces and use
them separately when needed.

Look at the drawing carefully and reassess the tone — lightening or darkening.
Try not to be too critical; remember it is a drawing not a photographic
representation. Complete the drawing by adding a little linear detail to the
surface of the shelf.
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Try a different arrangement and medium. Limitless variations are possible by
adding or taking away objects to make the arrangement more or less complex.
This technique of making several different drawings using the same or slightly
different objects is an ideal way to learn about space, balance and composition.

Figure 2.24 Option for Still Life
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Drawing Practice #7
Still life with garden tools

Note: Select a few items from the garden shed
for this still life. Arrange the items in such a ‘
way that your eyes keep moving over and i 2 By
around the scene in a circular motion. BSOS :

Material:

1.Soft and hard Charcoal pencils

2.Drawing paper or scholar sheet or boxboard
sheet

3.Large soft brush or soft rag

4.Stick charcoal

5.Paper torchon or stomp (you can also use tissue paper for blendi
surface of paper instead of paper torchon or any stomp) \
6.Fixative ~\~
]

7.Ruler ¢ Q_,

e charcoal on the

1.

Use the soft charcoal pencil to sketch the objects. Ignore details and concentrate
on shape and position. Pay attention to the ellipses of the flower pots and the
angles of the fork and trowel. Once you complete the drawing, lightening the line
work by brushing off any excess charcoal dust using the soft brush orrag.
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2.
Use the stick charcoal to establish the darkest t(@he shadow area of the drawing.

You will find that a point is reached where it becomes impossible, even by pressing
harder, to make an area of tone any darker,/Thisis because the paper surface can only

hold a certain amount of loose pastel dl.ki{

3.

Using the paper torchon, pick up the excess charcoal dust and rub it into the paper
surface to establish the mid-tones. Work across and around the flower pots, over
the tools and onto the fabric of the gardening gloves. Occasionally you may find
that you need to reintroduce more depth into the darker areas using the stick
charcoal.
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a, '
Once the medium tones have been established t&??\‘: can be fixed. Fixing
before this point would mean that the charcoal cannot be manipulated and move

around using the torchon. Once fixed, use t %ck charcoal to retouch those
areas in deep shadow and begin to define the Ieaves on the plant.

1

A\ 4
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5.

Once you have completed all of the tonal blocking, you can begin to add some
details. Use the combination of hard and soft charcoal pencil to draw the leaves
on the plant and the gravel dressing in the pot. Add dark reflections beneath the
tool handles and defining the cutting blades and cutters with one sided light.
Establish the lines on the surface of sting roll and wrinkles on the gardening
gloves.
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6.

Define the wood block grains and lines of the tableé& ith stick charcoal around
and between the objects. And draw the darlz@ between the wooden planks

which make up the table top by using the stick charcoal and a ruler. Add the final
touches using the soft charcoal. When (@p ete, fix the drawing to prevent

smudging. Q
%

Figure 2.26 Option for Still Life

Try a different arrangement and medium. A more complex composition can be made
by introducing other objects into this still life arrangement. Draw it from different
angles and viewpoints. You can also try the same exercise and the new composition
withcoloured pencils.
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Figure 2.27 Option for Still Life
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Drawing Practice #8

Fresh Flowers

U
$® Figure 2.28 Still Life with Fresh Flowers

Arrange flowers of different colours in a simple stoneware pot. Cover the table with a
piece of cloth having a linear pattern and set the source of light from right side or left
side, it should be one sided.

Material:

1. Drawing paper
2. Coloured pencils or pastel pencils
3. Fixative if using pastel pencils
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1. :
Begin by using the grey pencil to establish the shape and position of the pot; this placed

more or less centrally on the paper. Using the sa cil, draw the lines of the cloth.
Draw the position and shapes of the flowers n w each one in the colour which
corresponds to the flower's actual colour. WorK across the bunch positioning each flower

head relative to the flower next to it and the Q ip of the pot.

Q.

2.
Continue positioning all of the elements by drawing the pattern of the cloth in grey

colour and the foliage and the stems using the olive green pencils. Use black for those
stems which are deep in shadow. In order to prevent your hand smudging out the work
which have been done so far, you may find it helpful to spray the image lightly with

fixative.
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3.
Draw the flower heads colour by colour, starting with t urple flowers on the left. Use
black to draw the flower centres and also for those s which are in shadow. Keep the
pencil work fairly open as there is noneed to try tyﬁ nate every last trace of the white
paper. Use a combination of violet and manganese violet to add colour to the petals.

Then treat the blue flowers in the central ar e same way; using black, ultramarine
and the two violets.

\$e§

4,

Once the colours of blue and violet flowers have been established, turn your attention to
the red flowers. These are treated in the same way using a combination of black and red
pastel pencils. On all of the flower heads, an occasional smudge with the finger will
blend or subdue a colour. Rework this area with a few darker, more incisive linear marks
to suggest the linear pattern on the petals.
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5.

Use black to draw in those stems and parts of leav; %} are in deep shadow. Where the
n. Use chrome green or olive green

obscure their shape.

6.
Once the flowers have been completed turn your attention to the pot. Use black, grey and
alittle brown ochre on the shaded side of the pot. Add a little ultramarine on the left-hand
side of the lip where there is some reflected colour from the purple flower heads above.
Apply the ivory colour over the right side which faces the light source.
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Z(ll that remain is to use a combination of warm g@i black to scribble (apply) in the
shadow cast across the white wall. Use linear strokes to represent the waves of the cloth;
draw the black pattern followed by the red. spray of fixative will ensure the work
willnotbecome smudged. 5\

Try a different arrangement and w@he variations of the theme are endless. As you

progress in drawing and conﬁder}c ore and more complex arrangements. Try flowers
witha glass vase and use differe rial like pastel colours or water colours.

—

Figure 2.29 Two options for still life with flowers
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Drawing Practice #9

Landscape

Material:

1. Charcoal pencils (hard and soft)

2. Charcoal paper or pastel sheet

3. Stomp or Tissue paper for smudging wherever it will be required

The right landscape subject often gives an opportunity to combine delicate blending with
crisp lines and broad stokes in a charcoal drawing.

Figure 2.30 Landscape Drawing
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%jraw the foliage in the back ground simply marking their area with putting light
pressure on hard charcoal. And applying just a bit more pressure to hard
charcoal, draw the trunk and branches of thestrées. Concentrate on the natural
shape of trees. Then draw the casual wandering lines to define the shape of the
ground at the foot of the foreground trees:

2.
With step 1 as a guide, redraw the counters of the trees with firmer, more precise
lines. Working with the sharpened point of hard charcoal pencil, search for the
small irregularities that lend realism to the trunks and branches. Add few rocks to
the shape of land at the bases of the foreground trees. Then look more carefully at
the shape on distant shore and reinforce the lines created in step 1 with more
exact counters — keeping in mind that these lines will disappear when further
tones will be added in later steps.
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3.

It is important for this drawing to have a feeling of deep space, which depends upon
strong contrast between the lighter or pale shapes in the distance’and the dark shapes in
the foreground. So begin with the lightest tone in the’ background. Now use a soft
charcoal pencil and apply the tones with less pressure on itsUse a piece of tissue paper or
stomp very carefully to smudge this tone. Look closely-at this tone and you would see the
texture of charcoal or pastel paper that will be an'ideal surface for this drawing in which
you are going to do alot of blending.

A
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4.

Going on to the darker mass of trees, use soft charcoal pencil to shade in darker tones.
Apply more pressure on your charcoal pencil whilst shading at the top of the mass of
trees and less pressure towards the bottom where the island disappears into mist. Blend
the tones again with the slanted edge of stomp or previously used tissue paper. Carefully
blend the delicate shapes at the top of trees so that the feeling of tree tops should be
visible. Use a soft tissue for blending the misty area, which will not remove the tone
completely but will leave a soft grey veil.
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5.
Using the soft sharpened charcoal pencil draw the tree trunks in darker tone

which are immediately in the foreground. Use hard charcoal with less pressure to
draw some of the branches at the top of trees afid'some with lighter effect using
pencil to show the perspective and variation.6fbranches.

6.

Work with the broad side of soft charcoal on the immediate foreground applying
heavy, ragged strokes. Strengthen the contours of the rock in the foreground with
the sharp tip of the soft charcoal and add a few strokes representing the blades or
leaves of grass against the pale or light tone of water, which is still a bare paper.
Use the tip of your finger to blend the tones slightly in the foreground. But do not
rub too much and leave some stokes to suggest texture of the foreground.
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7.
Finally, add some details in the foreground and dark mass of trees in the

background with the combination of soft and hard charcoal. Complete the
landscape and fix it finally.
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Chapter #3

PAINTING PRACTICE -1

3.1. Whatis Painting

Painting is an art of image making through the application of coloured pigments, paints or
any other material to a surface or a ground which can be a canvas, paper or a wall. Commonly
there are two kinds or mediums: one is wet medium like water colour paints, oil paints,
enamels, acrylics etc., and the other is dry medium which can be dry coloured pigments,
pastels or coloured pencils etc. For the application of the medium on a specific surface,
brushes, knives, airbrushes, sponges can be used.

prehistoric artifacts to the contemporary continuous traditions of image g covering all

cultures. O

Geographical and cultural difference gave birth to various types hniques of paintings
which can be differentiated with the use of different kinds of m. s. Such as fresco (Figure
3.1), tempera (Figure 3.2), oil painting (Figure 3.3), ercelour and gouache (Figure
3.4&3.5), acrylics (Figure3.6), pastels (Figure 3.7), spray paints (Figure 3.8), mix media
(Figure 3.9) and digital printing (Figure 3.10) etc.

3.2 Fresco painting < )
Fresco is an Italian word which means frgh.ths is a traditional medium of water based

Painting is one of the oldest forms of human expression in history which §$ers the time of

painting which is done directly onto a wall‘er ceiling surface after the application of fresh
plaster. This technique was perfected in*\l6th century Italy. It is one of the oldest known
medium of painting which is surviving ‘in the form of prehistoric cave paintings and mural
decorations and paintings of the ah@t architecture from the East and West.

Figure 3.1 A fresco painting decoration on the interior of Shahi Hammam adjacent to
Masjid Wazir Khan, Lahore, Pakistan
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3.3 Tempera Paintings

Tempera painting is done with the mixture of dry colour pigments into an emulsion and
thinned with water. It is also an ancient medium which can be seen in various world cultures.

Tempera was a medium of making large murals in ancient dynasties of Babylonia, Egypt,
Greece and China. It was also used for the decorations of early Christian catacombs. It was
employed on a variety of surfaces like stones, mummy cases and papyrus rolls in Egypt,
wooden panels in Byzantine. In Europe this technique was superseded by the use of oil paints

A [
! |
E 1 fI i » u'!
Figure 3.2 Painting from the tomb of Sennedjem, Deirel Medina, Sennedjem following by his wife
is playing the Senet game, tempera painting on Door panel, (c. 1400 BC); in the Egyptian
Museum, Cairo, Egypt.

3.4 Oil Painting o

Oil paints are the mixture of dry colourpigment powder with refined linseed oil. It can be
used on various surfaces like hardbeard, canvas of any kind, wood, stones, metals, concrete
or even on paper or cardboard: If’can be applied directly in a thick form on the surface or
thinly with the mixing ofilinseed oil or turpentine oil. This technique was developed and
excelled by the 15th century European painters. Now this technique is widely adopted by the
painters throughout the'world.

Figure 3.3 Saeed Akhter, The Bloch, 2008, oil painting on canvas, 48x48 inches in size,
Ejaz Art Galleries MM Alam Road, Lahore, Pakistan
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3.5. Watercolour and Gouache

Watercolour paints are made of colour pigments and gum-arabic. The use of water to make it
applicable on white surface of a paper/card itself creates a variety of methods for this
medium. This technique is known for the transparency of colours on white surface. Sable
hair, squirrel hair and camel hair soft brushes are used for its application. This is a quick
medium and easy to use.

o i T s ! " g ST
g_’ 0T s Sl s y

Figure 3.4 Ejaz @, Anarkali Bazar, watercolour painting,
https ://paintersc{@ an.wordpress.com/2014/03/21/aj az-anwar/

Gouache is opaque wzfte&olour, known also as poster paint and designer’s colour. It is
thinned with water pplying, with sable and hog-hair brushes to white or tinted paper

and card and g@l 1y to silk.

Figure 3.5 Saira Waseem, Passion Cycle, 2004, gouache on wasli paper, 5.5X9 inches in
size, exhibited: Transcendent Contemplations, Green Cardamom, London, 2004,
https://www.saffronart.com/auctions/PostWork.aspx?1=7507
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3.6.Acrylics

This technique is fast drying and mixture of colour pigments and acrylic polymer emulsion.
Acrylics are water soluble but transformed into water-resistant when get dry. Its thin
application with more water resembles with watercolour and thick application give effect
like an oil painting. It also has its own unique character and brilliant freshness of colours
which cannot be attained with any other media.

Figure 3.6 Sadia Arshad, 4 Discourse with Nature, 2014, Acrylics on canvas, 24x24
inches in size, exhibited in Hamail Art Galleries Lahore in 2014, now in a private
collection

3.7 Pastels

Pastels are a dry medium of making images or paintings. It is available in stick, chalk or a
pencil form as dry pastels hard or soft and oil based pastels. This is a quick medium and
directly applied on textured surface. Special pastel papers are also used for this medium. The
art piece created by pastels can be a drawing or a complete painting.
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Figure 3.7 John Pierce Barnes, No.2, pastel painting on pape: 2@ entury American artist,
https://www.artistsnetwork.coni/art-mediums/pastel/john-pierce-bames-gallery/

3.8 Spray paints ,&

Spray paint, which is also called Aerosol, is aggi of painting medium that is available

commonly in a sealed pressurized bottles o
when pressing valve button on the top. Thi
surface. This medium can be applied dir
stones or bare metal. Spray paints o

iner and is released in a fine spray mist,
dium leaves an evenly coated and smooth
to plastic surface of any kind, walls, ceiling,
rosol’s speedy nature, portability and permanence
make it a common graffiti medium. g%lg the late 1970s street art, graffiti writer’s signature
and murals became more promi@gnd elaborated. This medium introduced a unique kind
of street art and graffiti art of "u entury.

i
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Figure 3.8 Mohammed Ali, Writing on the Wall, 2009. Spray-painted mural, 50 x 230
feet, Birmingham, United Kingdom
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3.9 Mix media

Mix media painting represents a combination of two or more painting medium on one art
piece. It can be the mixture of watercolour and dry pastels or a combination of drawing
material with pastels and acrylics etc. Different materials and surfaces can be explored for its
development like collage of newspapers, fabrics, photographs or packaging material or
simple paper and canvas.

Figure No. 3.9 William Goodman, Mix media painting, Mississippi Canada,
https://supersonicart.com/post/130078829817/william-goodman

3.10 Digital painting

“Digital painting is a method of creating an art object (painting) digitally and/or a technique
for making digital art in the computer. As a method of creating an art object, it adapts
traditional painting medium such as acrylic paint, oils, ink, watercolour, etc. and applies the
pigment to traditional carriers, such as woven canvas cloth, paper, polyester etc. by means of
computer software driving industrial robotic or office machinery (printers).
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As atechnique, it refers to a computer graphics software program that uses a virtual canvas
and virtual painting box of brushes, colours and other supplies. The virtual box contains
many instruments that do not exist outside the computer, and which give a digital artwork a
different look and feel from an artwork that is made in the traditional way. Furthermore,
digital painting is not 'computer-generated' art as the computer does not automatically create
images on the screen using some mathematical calculations. On the other hand, the artist uses
his own painting technique to create the particular piece of work on the computer”. Several
software programs are known for this technique of art making such as Coral draw, Adobe
photoshop, GIMP, ArtRage etc.

@'gure 3.10 Yousaf Ejaz, A Digital painting, Pakistan,

$® https://www.dawn.eom/news/1152690
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Painting Practice # 1

Pen and Watercolor Painting

Teapot and Cups

B a B um
o7 Em B

A Figure 3.11Watercolour Still Life

Materials
o

1.Soft dra‘@encil
2.Watercolour paper sheet (15x22 inches)

3.Dip pen with steel nib

4.Black Indian ink

5.Round sable hair brushes 0of No.6
6.Watercolour kit or tubes

Note: Arrange a couple of cups and saucers along with some buns and tea pot on the table top
covered with chequered cloth. Try to arrange a very casual breakfast arrangement. The
gridded pattern of cloth will give an interesting background and will also hold the still objects
altogether in a more aesthetic composition.
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Sketch out the objects with a soft pencil and repe@drawing with use of pen and ink
to make the line obvious and fluent. O

<
NS

_—

2.

Now move on to the cups and saucers. Work here with slightly more pressure and fluid
strokes. The ink should flow easily on smooth paper. Along with the linear drawing of
the objects, indicate the main reflections also. For this practice of pen and ink, the initial
pencil drawing in soft lines will assist here.
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3.

Draw the tea pot in the same way paying attention t apes of handle and spout. Indicate the
reflections. Pay special attention while drawing the lidjof tea pot and be careful in making exact
semi circles inside the tea pot and its lid. The dr. more sensitive and has an above eye level

view in this composition.

4,

The pen work will be completed with the drawing of gridded pattern of tablecloth. Be careful
while drawing the horizontal and vertical lines because these are slightly angled. Draw the
vertical lines first. The space between the lines will be slightly wider in the foreground and
gradually they will be conical towards the background. This angle will give a sense of depth or
perspective to the visual. Before drawing the horizontal lines make sure the vertical lines are
completely dry.

53



g

5.
Paint with soft water color brush applying the @1 of yellow ocher mixed with
little ivory black over the plate, inside the twe cups and on the buns. When it will
be dry paint the dark outer layer of the two h@ using a wash of burnt sienna mixed
with yellow ocher. Before continuinng painting, allow the washes to be

completely dry.

6.
Now apply a wash of burnt sienna and burnt umber for dark areas on buns. Add more
water in the mixture of these two colours then use this thin colour for wash on the tea
cups and teapot. While working on the surface of cups and teapot leave the highlighted
area blank as white paper to give an impact of glazed surface of the pottery. Then apply a
thin mixture of burnt umber to the upper cup's inside which has some tea in it.
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7

Make a mixture of gray and ivory black and add water into thi
work on the handle of knife and spoon. Work around thehi
tone. Add some water in this tone and make a thin wash toswork on the shadow of white
area inside of both cups. Allow them to dry. Then a mixture of burnt umber, burnt
sienna and black for making a dark brown tome,tovwork on the dark reflections on
crockery. Also apply a mixture of burnt umbet and yellow ocher for making tea inside

e for making a wash to
ighted area with the same

8.

To give a complete look to the objects, make a dark gray colour and touch the shadow on
the knife handle. Add more water and a little of gray colour to paint the vertical lines on
the cloth. Once they will be completely dry then use the same tone for painting the
horizontal lines. The transparency of watercolour washes will create a gridded pattern
which will resemble the actual tablecloth. Now let it dry. Use the same coloured washes
to make the shadow cast of each object of crockery on the tablecloth observing the
source of light. Allow them to dry. Finish the painting with touching a few of the darker
squares of tablecloth with dark gray colour.
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Note: You may arrange a similar kind of still life for practicing a different medium of
painting like pastel colours, pencil colours or again watercolour for more practice.

Figure 3.13 Another arrangement of the same objects which can be treated in
different material of same water colour s for more practice.
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Painting Practice # 2

Watercolour Painting
Terracotta Pots

Figure 3.14 Pots

Material:
1.Watercolour paper fing graim sheet
2.Watercolour kit ortibes with the following colour range:

Orange, Burnt¢Sienna, Natural Sienna, Opera Rose, Lemon Yellow, yellow auréo line,
bladder green;winsor red, Scarlet, cobalt blue, winsor blue

3.Water color pallet
4.Sable hair fine brushes of No. 4,6 &12
5.Pencil for drawing 2 HB

Note: Teacher will help or demonstrate the student for stretching the sheet on drawing
board and fixing it with paper tapes from all sides so that the paper could not get waves after
applying the layers of water and watery colours. The paper will be pasted with paper tapes
on all sides until it will get completely dry after the completion of the painting.

For drawing follow the steps given below according to the previous practice of drawing
symmetrical objects.
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After fixing the paper and completing the drawing of the pots, first give a wash of yellow,
green, a little bit cobalt blue and orange according to the given image with the soft
watercolour brush of large size and let it dry for a few minutes.
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6.
Select the smallest terracotta pot for painti

yellow ocher tones and apply observing the

@t. For pot select orange, red, and
arker area and direction of the light.

7.

Then add some washes of more earth colour tones to the bottom of painting to show the
darker part of wall surface and split of the bricks. Apply a wash of scarlet red inside the
potand let it dry for the second wash with more touches of reds and purples.
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Start the big pot with the washes of reds, orange and little bit yellow ocher and while the
surface is wet with these washes, add a few es of greens to the big pot.

L

9 A

Now start the third and forth pot covering the third pot and the bottom of the forth pot
with a light wash of light sienna and yellow ocher, leaving the lighter area white while
giving the final highlights on the pots.
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10.
Then continue the third pot with darker tones of with the touches of blues and
purples because this potis in shadow. Let it dry.

il

11.
Continue with the forth pot with moist surface. Apply washes of light yellow ocher in

the center, left side tone with pink and natural sienna plus touches of orange, and treat
right side with pink, orange and scarlet red. Now letitdry.
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12.

Finish the bottom of forth pot by adding p c oured touches but be careful to leave
the highlighted center, in the circle of the ottom.

13.
Now come back to the little one the first pot. Apply some touches with winsor blue and
orange color for creating an effect of foliage, then with blue and purple touches create

the shadows of the little pot observing the light direction.
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14. | Q;
Apply a range of greens and blues watercoloura%st s in the background for making
an effect of foliage. Apply darker tones right b@l he area of wall and pots.

15.
Now work on the wall in the foreground and add touches of blue, purple and sienna
keeping in view the details of the split of bricks.
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16.

Now work on the shadows on the pots with more intense wash of pinks, reds, purple and a
little bit blue.
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17.
Add some leaves in greens and yellows and create shadows on the wall surface. Work

on the final touches, adding some details of pots and leaves. And let it dry completely
to get the final painting.
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18.
The complete painting will look like this.
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Note: You may arrange some objects of different shapes and colours to practice more
in the same watercolour technique or different mediums can be tried like pastel colours
or pencil colours.

Figure 3.15 An option for the arrangement of still objects.
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Painting Practice # 3
Landscape with Pastels on Tinted Sheet

Material Q
1.Soft Pastels 5\
2.Tinted pastel sheet O

3.Drawing board
4.Easel (if youneed) 6\
5.Pastel Fixative 0.

1.
Develop the background first with the darker blue tone and retouch it with lighter blue.
Then take a very light blue pastel for making the shapes of clouds. Use your finger to
blend lightly the colours for clouds.
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2.
A tree line beneath the horizon is creating an@pping of earth and sky in this

landscape. Initially apply a dark yellow greenor sap green pastel. Then treat it with
burnt umber and light application of bla&l. Lightly blend these colours with

your finger leaving the outline of the edges at top of the trees.

3.
Now make horizontal strokes to show the distant middle ground of the landscape.

Apply light Naples yellow or cream, various tones of yellow greens, yellow ocher, and
a few strokes of burnt sienna. And try to do this with a lighter pressure of your hand.
Add a few distant trees without any detail just make the impressions and shapes.
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4, <
Apply a good amount of Naples yellow or cream colour pastel and bring it down into
the foreground leaving some areas of the colo stel sheet of orange tone. This

blank area will reflect like the earth in the lanm Add a few strokes of burnt sienna
and sap greens for making the impression o 9 t grass or foliage.

5.

Observe the patches of colour in the foreground and create a layer of those colours. To
show the subtle red-purples, first apply purple and then red over it, making it darker on
some places with the use of burnt umber. Use the dark yellow green or sap green for
bits of grass and highlight it with lighter yellow green.
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6. Yo
Continue with more details of the landscape b(aj g the rocks and small distant trees

behind. Q

7.
Apply the longer and more deliberate strokes for the grass in foreground. Try to make a
greater variety of colours and strokes imitating the details of the foreground.
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; @
Add darker tones in the foreground. This thing'wiladd a sense of perspective and

space for the viewer. Add tall spikes and blaﬁ?o grass with more pressure of your
hand so that you may get more deliberate i 1on of details in the foreground.

X

9.
Add another rock formation in the foreground. Try to make the rocks with more

realistic approach and one sided light effect. Then add the tall spikes and blades of

grass around it.
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foreground leaving the darker area untouchied beneath the grass. It will reflect like the

10. x
Apply some additional strokes of light cr r to indicate the longer grass of the
dark earth of the foreground. g\

11.
Now highlight the tips of longer grass with lighter tone of cream colour.
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12.
Finally, add some highlights to the cloud formati ightly blend them with finger,
making them more obvious. C)

a

13.
After the final touches and completion of the landscape with pastels, fix it with a
fixative to make it durable.
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Chapter # 4

AN INTRODUCTION TO GRAPHIC DESIGN

Graphic design is the process of visual communication, presenting the solutions for any
visual complication or problem through the use of photography, illustration and
typography. A graphic designer combines and creates images, text or symbols to
communicate a message or idea. He creates a visual composition by using visual arts,
typography and page layout for communication. Commonly the use of this field can be
seen in the making of logos and branding (corporate design), making of books,
magazines and newspapers (editorial design), poster making (advertising), web
designing,environmental design, signage and products packaging etc.

4.1 Calligraphy, the Art of Lettering O\) '
IV

The script of a language that is comprehensible to a target publie-becomes an important
tool of visual communication. For labels of different prodticts, posters, postal stamps,
book covers or any form of branding a designer requires, skill, aesthetics and creative
approach to the art of lettering and typography. Designer's sense of creativity and artistic
use of lettering (Calligraphy) creates an aeSthetic appeal and powerful visual
communication. Calligraphic letters may b¢ based or drawn on writing but most
significantly they represent the content in adnique way.

4.2 Urdu Calligraphy {_S\\ .

Commonly in Pakistan for writing of Wrdu, Nastalique script is considered as a standard
style. This script is widely used for Urdu language in India and Pakistan.

“This script is defined by well-formed rules passed down through generations of
calligraphers. The Urdu alphabet is derived from the Arabic script which itselfis derived
from the Aramaic scripts In South Asia however, Urdu language is written in two
different scripts: Devnagri and Arabic. In the parts of India, Urdu language has come
under the influencejof Hindi, borrowing its vocabulary as well as writing style from
regional langudges especially Sanskirat. However, in Pakistan, Urdu has retained its
Persio-Arabic influence and is written in Nastalique script. Nastalique is also derived
from two other styles of Arabic script Naskh and Taleeq. It was therefore named Naskh-
Taleeq which gradually shortened to Nastalique.”

Tools and Material for Nastalique Calligraphy

1. Qalam: The foundation practice of this script requires a very sharp edge nib with
right-oblique for broad and narrow strokes, up and down or sideways. Traditionally the
penis called Qalam, usually made of bamboo.

’S. Hussain, S. Rahman, A. Wali, A. Gulzar, and S. J. Rahman. "Grammatical analysis of Nastalique
writing style of Urdu." Center for Research in Urdu language processing, FAST-nu, Lahore, Pakistan
(2002).
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1. Ink: Calligraphers from the Mughal era in the subcontinent us sed homemade
black ink prepared by mixing lamp-soot with water and gum@ s called Mustafai
Roshnai after the name of its inventor Mustafa.

Now a day, various international inks are available in&gﬁrket, which are imported
from Middle East, Turkey and North America.

Figure 4.1 Bamboo Qalam for calligraphy and the angle of its nlﬁb
a;a

Figure 4.2

2. Paper: For practice of calligraphy, traditionally a smooth silky paper is
considered ideal b, e itallows the practitioner a fluent handling of qalam and ink.

Usually thr s of paper are used for calligraphy: standard white glazed paper,
handmade and dyed paper, Indian Ahar paper.

Figure 4.3 Paper for Calligraphy
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Urdu Calligraphy Practice # 1
Practice of Urdu Alphabets

Material

1.Qalam
2.Ink

3.Calligraphy Paper (preferably printed with four lines)

Figure 4.4 Example of Four lines for the practice according to the rules

Note: The students will practice a complete set of UrdwAlphabets according to the rules
of Nastalique Script given below on the foutsline paper.

Figure 4.5 Nastalique Script Alphabets
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Urdu Calligraphy Practice # 2
The Anatomy of letter Alif in Nastalique

Material

1.Qalam
2.Paper
3.Ink

Note: Follow the instructions given in the diagram to learn the cor@ anatomy of the
letter A/ifin Nastalique script. ’\'\Q

40
000%0000000000(‘3‘0“00“

25
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Urdu Calligraphy Practice # 3
The Anatomy of letter Mad in Nastalique

Material

1.Qalam
2.Paper
3.Ink

N

Note: Follow the instructions given in the diagram to learn the con@ ¢ anatomy of the
letter Mad in Nastalique script. 5\\9

or
©0000006060606066060066600060666066

8275
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Urdu Calligraphy Practice # 4
The Anatomy of letter Bay in Nastalique

Material Note: Follow the instructions given in the diagram to learn the
1.Qalam complete anatomy of the letter Bay in Nastalique script.

2.Paper 0000000000000 00000000060606006
3.Ink

666 & &

N
Urdu Calligraphy Practice #6\
The Anatomy of letter Tay-in-Nastalique

Material Note: Follow, AN instructions given in the diagram to learn the

complete y of the letter 7ay in Nastalique script.
1.Qalam .
2.Paper
3.Ink

006000600066 06606606060060060¢
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Urdu Calligraphy Practice # 6

The Anatomy of letter Jeem in Nastalique

Material ~ Note: Follow the instructions given in the diagram to learn the
1.Qalam complete anatomy of the letter Jeem in Nastalique script.
2.Paper 0000000000000 00000000600060

3.Ink

525

154,45 (15)

I_A_'l

512///’.

/ 3 u;/
il y?

831y

)

(

N

| 9
o0
oF

[®.
‘ut«’é‘

Urdu Calligraphy Practice #7 %
The Anatomy of letter Daa{i\rg’astalique
Material Note: Follow th

@ ructions given in the diagram to learn the

1.Qalam complete anat{@ fthe letter Daal in Nastalique script.
2.Paper \ ()
3.Ink 4.

\

——
51

9000000606000 600060600606000600¢
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Urdu Calligraphy Practice # 8
The Anatomy of letter Ray in Nastalique

Material Note: Follow the instructions given in the diagram to learn the
1.Qalam complete anatomy of the letter Ray in Nastalique script.

2.Paper
3.Ink
Ly \&
527 OO
N o
1.5
L
’\OQ Ray 1

?B’ 2.5

£ 1.5

0060000606066 006060060606600606¢
Ray 2
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Urdu Calligraphy Practice # 9
The Anatomy of letter Seenin Nastalique

Material ~ Note: Follow the instructions given in the diagram to learn the
1.Qalam complete anatomy of the letter Seen in Nastalique script.

2.Paper
3.Ink

0000000000000 0000000000000¢

7
0000606006006 08&0P 0000666006006

Urdu Calligraphy Practice #
The Anatomy of letter Shquin Nastalique

Material Note: Follow t ‘\Q'ructions given in the diagram to learn the
complete ana of'the letter Sheen in Nastalique script.

1.Qalam
2.Paper \ @

3.Ink
S

) w11

8541y

0060600660606 06060606660600606066¢
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Urdu Calligraphy Practice # 11
The Anatomy of letter Suad in Nastalique

Material  Note: Follow the instructions given in the diagram to learn the
1.Qalam complete anatomy of the letter Suad in Nastalique script.

2.Paper 0000000000000 0000000006000606006
2.5

3.Ink

g\\
Urdu Calligraphy Practice #]@
The Anatomy of letter Toa.QgNastalique

Material  Note: Follow t ‘Sgructions given in the diagram to learn the
complete an. of'the letter Toa in Nastalique script.

1.Qalam o)
g i . 0000006006060 06606606¢
2.Paper N
3.Ink —
B
N
53 < /
78 ﬁ B2
I_\/_I
121
0060000000606 060000060060000¢
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Urdu Calligraphy Practice # 13
The Anatomy of letter Ain in Nastalique

Material  Note: Follow the instructions given in the diagram to learn the
1.Qalam complete anatomy of the letter 4in in Nastalique script.

2.Paper 0000000000000 060606606060060600000
3.Ink

A

)
006060600666060606060 000666666066

Urdu Calligraphy Practice #ﬂs)\
The Anatomy of letter Fay'in Nastalique

Material  Note: Follow t structions given in the diagram to learn the
1.0al complete anafe ofthe letter Fay in Nastalique script.
.Qalam
2.Paper ,OOOQQ! 0000006660666 66060606666
3.Ink \Q
) -
&5
/\

¢é
o’

0000600600000 060060606606006060606000
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Urdu Calligraphy Practice # 15
The Anatomy of letter Qafin Nastalique

Material ~ Note: Follow the instructions given in the diagram to learn the
1.Qalam complete anatomy of the letter Qaf in Nastaliquescript.

2.Paper 0000000000060 00060606000606000606060
3.Ink

Urdu Calligraphy Practice #16\ 2

The Anatomy of letter Kafin @tstalique

Material  Note: Follow the 1 ctions given in the diagram to learn the
complete anat fthe letter Kafin Nastalique script.

1.Qalam

2.Paper

3.Ink

0006000600006 6000660066000606000
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Urdu Calligraphy Practice # 17
The Anatomy of letter Ghafin Nastalique

Material ~ Note: Follow the instructions given in the diagram to learn the
1.Qalam complete anatomy of the letter Ghafin Nastalique script.

2.Pap