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I have often wondered how art is looked at and 
experienced by those who have not actively studied 
it or practiced it. Art is everywhere you see, but why 
are some things identified as art and others not? Is 
beauty the only qualifier for art? How do you teach 
the value of art? These were questions that have 
provoked me even before I became an art educator. 
And these questions are perhaps what have driven 
me to do what I do now – work with schools, col-
leges, and museums, to unravel what constitutes 
art and how each of us can be a part of this creative 
experience that is art.

This book is a sort of my personal account of ex-
periences in teaching different groups of students 
over the last decade, of lessons I have learnt under 
different circumstances, mistakes I have made and 
negotiations that I constantly make, and ideas that 
have been generated over the years in my classes. 

This book is also a culmination of my one year of 
collaborating with FICA on the For the Love of Art 
course which began in May 2016, with a small group 
of children aged 7 – 11 years.

What I have brought together are ideas about 
teaching, and teaching contemporary art, partic-
ularly to young learners, and pointers on how to 
engage with the discourse of contemporary art, 
which is so vast, within the time-space restraints of 
a classroom or workshop. Why contemporary art? 
Well, for me the answer is obvious, as this is the cre-
ative expression of today, evolving from contem-

PREFACE

The spirit of constant inquiry and the feel-
ing of discomfort in the existing system can 
bring forth creative intelligence. To keep this 
spirit alive is cumbersome task. Most peo-
ple do not want their children to have this 
kind of intelligence, the reason being the 
uncomfortability they have to face when the 
established values are questioned. 

Jiddu Krishnamurti on ‘Characteristics of 
Integral Learning’



porary contexts, and shaping our worldview. Great 
artists and their works have evolved out of a social 
context, one that required a new way of seeing and 
speaking about the world. To me these contexts 
need to be addressed alongside the praxis in any art 
class so that our students know why they are mak-
ing something as much as what they are making.

Having worked in different schools I am also aware 
of the other side of the debate where we teachers 
have to work with a given structure and fulfill cer-
tain expectations/learning outcome and work with 
very little time and resources in our hands. I have 
tried to keep this in mind in every exercise that I 
have mentioned, but also emphasized where a little 
“out-of-the-box” (or out-of-the-classroom) exercise 
would be beneficial.

However, this book is not a collection of exercises 
that an educator can pick and replicate in class, but 
lays out the conceptual frameworks for educators 
to do their own research and draw up lesson plans 
incorporating examples from art history or the con-
temporary scenario. 

The book itself has been divided into two broad 
sections – first, a set of chapters which sets the 
groundwork upon which an art educator could build 
their methodologies – the whys and hows. These 
are processes which are often hidden, background 
work which needs to go into developing any mean-
ingful art lesson, and why these processes are as 
important as the actual lesson itself. Second, a set 
of exercises that I have developed as part of the 
FICA For the Love of Art course, which offer insights 
into aspects of contemporary art that has been and 
can be addressed in an otherwise simple art class.

This book is in no way comprehensive or contains 
readymade answers to the challenges we face as 
art educators, but attempts to touch upon what 

many art educators like myself think can be done to 
expand the potential of an art lesson/class to make 
it a truly enriching experience both for the students 
and the educator. While the lessons are about 
contemporary art, I believe that we can use these 
modules as a way to think what can be done to our 
art lessons to make it more relevant to the children, 
to make them see their own contexts in the world 
today, and encourage them to have independent 
ideas without fear or criticism.

Finally, I would like to acknowledge all the young 
enthusiastic learners I have had the opportunity to 
work with. It is their brilliant ideas, ways of seeing 
and doing things and the challenges they pose 
that inspire me to try new ideas every day. I thank 
the different organizations - schools, colleges & 
museums which have given me an opportunity to 
experiment despite the shortcomings faced while 
working in different scenarios it has been a learning 
experience and pushed me enough to take chal-
lenges. Not to forget all my colleagues and fellow 
educators from various disciplines and their silent 
work, taking challenges each day and shaping up 
the different personalities in their classrooms have 
helped me stay focused and nurtured the sense of 
inquiry in my teaching practice. Finally, of course, 
FICA for giving me this wonderful opportunity. Be 
it resources, exchange of ideas or different kinds of 
support required, the FICA team has been actively 
participating and taking keen interest in every sin-
gle step of this process.  

Nilanjana Nandy, May 2017

Designing a lesson plan or module requires delib-
eration around so many distinct things. Thinking 
around concepts, skills, and values based practices 
can be at times be overbearing.  In this chapter, let’s 
look at some of the main questions we as educa-
tors need to ask ourselves in the process of putting 
together a module. 

For the sake of convenience,  I have here used a 
module that I developed as part of the For the Love 
of Art course to take us through the steps. 

To start with here are a few questions we ask our-
selves - 

What? - Which artist, genre, country or region, his-
torical period, timeline, particular aspect, specific 
medium and technique do you want to take up.

Why? - The relevance or context of learning this. 

How? - How the “What?” will be introduced. 

The distinct what, why, how etc. does not necessar-
ily move in a particular order all the time. However, 
the moment one of it is considered, the rest follow 
automatically. 

Based on this process of deliberation, the diagram 
on the next page depicts certain broad criteria/navi-
gators/points to be considered. 

Through the course of the book, we will have a clos-
er look at some of the criteria and related aspects 
- how these guide us in making art a meaningful 
engagement for learners in their formative years.    

MY QUICK GUIDE TO 
BUILDING AN ART MODULE



Once I am able to anwer the basic What, Why and 
How questions satisfactorily for myself it is import-
ant to expand this self-enquiry and go into details. 

Breaking it down

List the reasons you are teaching a lesson in col-
umns under the headers “Skills”, “Concepts”, and 
“Extended Learning”. 

Example: The lesson plan is to teach miniature art. 
You have decided to look at Mughal miniatures as 
the material to base your lesson upon.  

Breaking the lesson down not only helps clarify the 
reason you are teaching this to your students but 
provides you with new ways to entering the lesson. 
You could now perhaps start with showing a film 
clip on Mughal era followed prints of the Mughal 
miniatures alongside a contemporary artists’ work 
using miniature style. (Quick note: it really helps in 

Skills Concepts Extended Learning
1. Ability to observe different 
types of flora and fauna in minia-
tures and find them in their own 
environment to inspire their own 
works.

1. Building a new vocabulary 
when talking about miniature art 
and the meaning of these words in 
the arts – ideas such as ornamen-
tation, perspective, gilded, illustra-
tion, manuscript/folio

1. Possibilities to extend discus-
sion to popular cinema (Mughal-
e-Azam) which the students could 
have seen. Perhaps even show a 
short clip in class.

2. Ability to build a composition 
with many different elements – 
buildings, people, flora, fauna and 
text.

2. Themes particular to Mughal 
miniatures – hunting scene, court 
scene, festivals.

2. Discuss costumes in history

3. Fine motor skills due to han-
dling thin brushes and detailing 
involved

3. Types of representation and 
visual hierarchies (how the king 
is represented with a halo, not so 
important characters as smaller 
figures)

3. If you wish to extend this to 
looking at use of miniature by 
contemporary artists – Nilima 
Sheikh, The Singh Twins (Amrit 
and Rabindra), Waswo X Waswo

More... More... More..

a lesson like this to print the painting in what could 
have been its original size as images in books or 
projects could be quite deceptive)

Picking up the pieces

The next logical step would be to put together 
several small exercises, each with its own strengths. 
Focus on what skills, concepts and extended knowl-
edge you want to cover in your class and plan your 
class for just that. A topic like miniature art can 
be built into a 40-minute class or into a one-week 
workshop, so what you cover depends on what 
timeframe you are working with and resources that 
you have handy. 

So much of teaching involves our ability to do 
things that we teach the children. Some ideas 
sound fantastic on paper or when you look up on 
a website, but unless you try doing the exercise 
yourself there is no way of knowing how it works, 



confusions it may cause, and concepts that it can 
open out. So once you make the plan try out new 
activities by yourself at least once so that you know 
that the idea translates well into practice. 

While teaching art is idealized as just praxis there 
needs to be a combination of exercises to hold the 
attention of the students. An ideal class should 
have a fair mix of observation, making connections 
and discussion, field trips, hands on activity and cre-
ating a final/finished piece. These different aspects 
will vary depending on the theme/topic chosen

Putting it together and Contingency 

Time each exercise. For example: 
• Film clip, slideshow with observation exercise 

with class discussion – 10 minutes 
• Dissect a miniature and learn words associated 

with it – 10 minutes
• Drawing your own miniature composition – 20 

minutes
• Fill in and painting – 30 minutes
• Final group discussion – 10 minutes

This works out to 80 minutes or what would be two 
periods in a school timetable. 

However, as an art educator it is important to plan 
multiple possible exercises for each aspect of learn-
ing so that if one child is not comfortable with one 
aspect of the process (“I am not good at painting”) 
then he/she can be encouraged to write a text to go 
with the miniature, or design something inspired by 
the miniature, or the whole thing can be planned as 
a group exercise. 

This is where the educator needs to develop a 
common ground with the learner so that learning 
becomes an exciting and empowering exercise for 

both. Instead of forcing an activity on the student 
who is genuinely not comfortable with something, 
opening up the different aspects of the exercise, 
bringing a variety of activities/tasks and engaging 
with different medium is more inclusive. For exam-
ple, a student not comfortable drawing human fig-
ures on his own may prefer copying from a book or 
a photograph.  They may even want to scan it and  
using a digital platform to color the work! As long 
as they are engaged with the topic the methods can 
be reevaluated at all times. 

SELF-REFLECTION AS AN 
EDUCATOR’S LIFELINE

While we would like to set up our classes based on 
our teaching aims, there are certain guidelines and 
curriculum that all of us are expected to work with-
in. Expectations of the school/museum and parents, 
limitations in resources and infrastructure, and the 
slow pace of policy level changes will remain con-
stant challenges to face. 
 
So, it is important for every art educator to ask 
themselves the whats, whys, and hows.  What are 
we teaching? Why are we teaching it? And how are 
we teaching it? We are not necessarily training all 
our students to become artists when they grow 
up. Then what should be the learning outcome we 
should aim for? How frequently can you do your art 
class differently? What can be the possible challeng-
es? Why do you think you should or shouldn’t take 
up such experiments in your art class? The moment 
this process of self-reflection begins most of the sit-
uation is resolved by the educator herself/himself. 
A much stronger case for the arts in our education 
system is built.

Another anxiety that I have found among many 
of my colleagues is of being left out. On the one 
hand, in the somewhat insular world of school, art 
remains a hobby-type class with emphasize on the 
final product rather than the process, and on the 
other many of the teachers have lost touch with the 
art world of galleries and art practice due to their 
daily responsibilities as a teacher. It is here that we 
as educators must remember to be proactive and 
negotiate between these two spaces (the school 
and the art world). It takes more effort certainly 
to be intensely engaged with the discipline of art 

while trying to teach class, but with a little effort 
and interest this balancing act will go a long way in 
our growth as art educators, and in turn help our 
students see art as a part of learning rather than 
as something that exists “outside” their worlds, 
or something you engage in only if you wanted to 
become an artist. 

On the same note, we need to also engage with the 
matter of vocabulary and ask ourselves - How I talk 
when I talk about art? Every subject or discipline 
has its own intrinsic ways of explaining, interpreting 
and talking about itself. It is important for us to use 
this vocabulary especially when teaching children 
in their formative years. For example, let’s consid-
er how we appreciate children’s work - Beautiful, 
nice, well done, good finishing etc. are some of the 
common words we all use. Instead try describing 
a child’s work in terms of the use of colour - “The 
way you use shades of blue in your work to show 
the sky is beautiful” or if you are looking to share 
a critical feedback “While there is too many warm 
colours in your work, I feel a little green or blue is 
required to bring out the contrast.” The vocabulary 
of art should be made a part of everyday language 
to familiarize them with ways of thinking about the 
world through a language that engages with co-
lours, shapes, textures and forms. 

Being critical is another aspect of an art educator’s 
job that needs to be tread carefully. Being critical 
is not the same as criticizing a student (the lat-
ter having a negative connotation). Being critical 
allows the teachers to give an honest response to 
the students so that they can learn from it. This 



can be done on a one-on-one basis but could also 
be made into an important exercise in seeing and 
talking about art. Try making a circle at the end of 
every session and having one student say what they 
think of their neighbor’s work. Encourage them to 
share what they like and dislike about the work, and 
make sure to guide them in the use of language – if 
the students says, “This work is too garish” correct 
them and teach them to say “This work has strong 
contrasting colours.” You could even have each stu-
dent speak about their own works in such a manner. 

Educator’s Discretion

While it is important to introduce the children to 
various artistic forms and styles, the educator also 
needs to be aware that there are various canons 
within the arts. Usually by the end of the primary 
years and beginning of middle school, there is lot 
of stress on achieving life-like or naturalistic ren-
dering in a work of art. However, that should not 
take away the appreciation for the other qualities 
achieved, after all most modernist canons of art 
work quite differently from such a single-minded 
pursuit of realism. 

Let me share an example here – the still life draw-
ings below are by two students of Grade 6. 

The one on the left does reflects the use of sin-
gle-point perspective and certain rules of making 
still lives usually taught in schools and colleges. 
However, the one on the right cannot be called as 
natural or real as the former. But the one on the 
right has certain linear qualities which speak about 
the student’s individual experience of the still life, 
its textures and shapes. I remember how this child 
was sitting closer to the still life arrangement and 
thus his understanding of the space and eye level 
being quite different.

Thus, if I see the drawing on the right in relation 
to ideas around phenomenology* such as inten-
tionality, first–person point of view, consciousness, 
then the example on the left becomes more of a 
rote learning or application of a formula learnt. In 
situations like this, the educator’s discretion is very 
important and can change the course of learning for 
a young mind.

* Phenomenology is the study of consciousness as expe-
rienced from the first-person point of view. It has been 
practiced in different ways over the years. However, 20th 

century witnessed its full bloom in the works of Husserl 
Heidegger, Sartre, Merleau-Ponty and others. 

Common Challenges

As an art educator, the challenges are far too many 
and the answers to different situation may not be 
the same for all. Let’s look at some of the common 
situations we face -

1. Situation 1: There are times when children 
decide that they don’t want to work anymore on 
an activity. They feel they have done enough and 
choose not to take it further. This may not be con-
gruent with the teacher’s plans which also takes 
into consideration the expectations of parent group 
and frameworks set by the policy makers (curric-
ulum, schools/colleges, museums and other orga-
nizations). In a situation like this, how effective it 
is to impose certain dos and don’ts on the learner? 
Touching up students’ works and making it accept-
able to convince the parents or the organization has 
(sadly) become common practice. But how much 
does this impact the learner? And how much does it 
impact you as an artist and educator? 

To be able to convince the student to do the work 
required without forcing it on the child requires 
tactful negotiation and the creation of an environ-
ment that positively encourages them to want to 
participate in the exercise. Bring more resources to 
browse, build a library they can refer to for inspi-
ration, and it also really helps to have a parallel 
exercise running in the classroom in case a student 
needs a break. However sometimes a no is a no, 
and a teacher could do well to accept it, and shift 
the student’s focus to another point or to doing 
nothing at all as quiet time is highly beneficial to 
building creativity. At the same time it is good to re-

mind ourselves not to give up on any child for their 
lack of interest or skill, for that will be our greatest 
fall. 

2. Situation 2: It is with great responsibility and 
discretion that any topic needs to be introduced to 
a student. The socio-cultural beliefs of our students 
and our environment needs to be respected when 
dealing with any topic. However, when looking at 
the arts it is only a matter of time that you will have 
to be faced with having to engage them in a discus-
sion around topics such a nudity in art (seen even 
in temple sculptures) or socially sensitive topics 
(caste representation/skin colours). Shying away 
or avoiding these situations will only make these 
taboos even more interesting for a child. How can 
we handle these situations? 

Perhaps the first step would be to understand our 
own inhibitions and reactions to these topics before 
we address it with the students. It is important to 
balance our views and be discreet in how much we 
can share and clarify depending on the age and 
maturity of the child. It is also important to seek 
the input and cooperation of other stakeholders at 
this point to address these issues in a more cohe-
sive fashion. However, to avoid it as being outside 
the realm of teaching art would be myopic, and 
moreover unfair to the students who expect to find 
answers in you.



AN ART EDUCATOR’S 
TOOLBOX

Ice-breakers

While you are contemplating the most basic step of 
how to introduce a topic or concept here are some 
ways to begin 

• A catchy or an interesting title can be the right 
way to kick start a class – this could even be a 
common expression, in another language, a 
song or a rap.

• A discussion around a related field or even a 
game.

• -Showing them artworks or images or fun col-
lages from Snapchat! (say for a class on collage)

A good ice-breaker, it gives more scope to the chil-
dren to ask questions and make connections. Any 
learner who is usually not so interested in making 
art gets easily interested in such discussion and 
learns about the exercise in a different manner. 

The sketchbook, diary or scrapbook: lessons in 
recording, sketching and note-making

While you attempt to bring in different ways of 
doing things in your art lesson, how to further en-
able the process for the young learners outside the 
class? While hands-on experiential learning usually 
remains with the learners for a longer duration, in-
culcating the practice of note-making or maintain-
ing a diary or a scrapbook is very helpful. Instead 
of giving away a readymade drawing to copy from, 
take out a little time from the lesson to write down 
important terms, names of artists and related vo-
cabulary on the board for them to jot down, as this 
is a much more effective way of encouraging them 
to extend their art learning. It is important to keep 
this a two-way street here, so make it exciting for 
them, ask them to share new ideas they have jotted 
down over the last week, or ask them to collect any 

new interesting texture, and always remember to 
spend a minute with each student to go over their 
scrapbook/sketchbook individually. This could be 
made more interesting if they were to bring notes 
from subject or math or language classes to try and 
work with in the arts class. 

An Archive and a Library

An art educator’s tool box can contain anything and 
everything, but how it is use depends on the edu-
cator’s personal skills at decoding meanings, mak-
ing connections and sharing just the right amount 
of information to suit the learner’s requirements. 
While contemplating about potential tools to inno-
vate and experiment anything can be a good trigger 
and the starting point can be anywhere. Thus, what 
you can do is build a resource that any learner can 
dip into to find ideas to start from. A resource could 
take the simple form of an Archive of objects, texts, 
stories, images, and ideas. This could be further 
strengthened  by putting together a library of books 
and catalogues. Situate this Archive and Library in 
the Art Room or as a soft-copy on Google Drive, but 
make it accessible. The students should be able to 
borrow, return, and add to this archive and library, 
to make it their own space for sharing exciting ideas 
and creative concepts. The educator here could 
take the back seat and be the mediator and men-
tor now, helping the students learn instead of only 
teaching them through instructions. 

SPACES OF LEARNING: 
MY ART ROOM, MY OBSERVATORY

Besides the theme or content, the environment in 
which a lesson is conducted is an important concern 
while teaching and learning. How inspiring is the art 
room for the learner? What are the possible ways 
to make the art room an important part of learn-
ing?  Can the art room become an observatory (a 
laboratory of the sorts) for the experiments in art to 
happen? 

During an art lesson, to be able to show an actual 
work is very important. To be able to see the actual 
surface, rendering, material used, scale is a com-
pletely different experience from seeing slides or 
reproductions in books. Even in museums and gal-
leries it is possible to see the work of art only from a 
certain distance. However, when an artist’s work is 
brought inside the classroom, it plays the role of a 
specimen. The learning happens through first-hand 
observation and beyond what is taught to them by 
the teacher. 

In one of the FICA sessions, we brought in artist 
Tanmoy Samanta’s artist book. Touching, flipping 
through the pages, looking at the form, opening 
the folds we started seeing the book very differ-
ently. The learners were struck by how different 
Tanmoy’s books were from those they had seen 
before. They noticed that the artist’s book opened 
differently, was shaped differently, and felt differ-
ent when touched. The very experience of a book 
as they had imagined changed for them. Other 
materials could now be stuck to the book or part of 
the book cut off; with every modifiction they could 
make any book their own. 

However, bringing in artists’ work is not always 
easy. Do remember that the work need not be 
always of a famous artist. As an artist educator, you 
may have several artist friends whose work can be 
shown as examples. Such initiatives require a little 
community building amongst fellow practitioners 
and exchange of ideas between different organi-
zations. They also require a responsibility on the 
part of both the teacher and the student learner. As 
an educator, one gets an opportunity to deal with 
valuable lessons in handling art, respecting other’s 
creation/possession in a hands-on manner.

Some alternatives…

If we find the idea of bringing an artist’s work 
into the classroom difficult, there are other ways 
to make the art room interesting. A library of art 
books and other interesting material like copies and 
reproductions (there are portfolios available in Lalit 
Kala Akademi, National Museum and NGMA), art 
objects or artifacts, catalogues and brochure can 
encourage diverse ways of engaging with the art. 
If not something so permanent, then sometimes it 
requires just bringing in something that is usually 
not around. For instance, try bringing a pile of inter-
esting shaped small stones/pebbles to class. Place 
them in the center of the table and let the activity 
begin with some prompting questions. Another 
option would be to simply try playing some music in 
the class to accompany an activity. 



Art need not be always done within the confines of 
the art room. Rather as an educator we often need 
to think how to push the boundaries of our art room 
and extend our art lessons or workshops to: 

Spaces within the school – gardens & lawns, labo-
ratories, library, playground

How different will it be to observe, draw and paint 
the plants, flowers and trees while sitting amidst 
them. None of us can forget Newton’s tryst with 
the apple tree.  For young learners, a new environ-
ment is a different experience involving all their 
senses.  It also suits their naturally high energy lev-
els and nurtures bodily callisthenic skills. Experienc-
ing and creating are two sides of the same coin. It is 
ironical to study about nature sitting in the concrete 
structure; experiencing everything second hand. 
No wonder the endless messages to save tress, 
not litter, and save animals becomes nothing more 
than slogans. How to nurture the love for it? How to 
internalize it? The art lesson can be instrumental in 
supporting such practices.

For example, if “My playground” or “A football 
match” is being taken up as a topic in art clas, then 
the entire class can go to the playground and divide 
into two groups – the first group plays while the 
second group sketches them and vice-versa. In the 
next class, everybody’s sketches can be displayed 
and a discussion can ensue around places of play 
or the structure of games. While this class may not 
be your typical art class, if you evaluate the various 
different skills incorporated besides drawing and 

colouring, you realise that this class helps open up 
ways of experiential learning. See how it gives a 
new experience to a student who may not other-
wise play football, or is inclusive of students who 
may feel out of their elements in an art class. Evalu-
ate whether an exerise like this helps your group of 
students or not, and how you can further enhance 
such learning methods. 

Places and spaces in the city – museums, galleries, 
zoo, parks, planetarium, monuments, and fairs

Being in a big city like Delhi offers us the opportuni-
ty to visit museums, planetarium, monuments etc. 
While we often talk about children heavily engaging 
with computers and gadgets and not exploring real 
life situations, the art class can be utilized efficiently 
to balance it out. Also as an artist educator, it keeps 
you well connected to spaces and places related 
to art. Not only spaces related to art, but even our 
monuments, parks etc. or events happening in the 
city such as a book fair can be incorporated in our 
art lessons. Such engagements offer a lot of scope 
to make the lessons trans-disciplinary. Site visits 
of course require pre-visit and post-visit sessions 
to prepare the students for the visit and then build 
something on it once they complete the visit. For 
example, Jaipur House and the new wing at NGMA, 
Delhi offers lot of scope for discussion around Delhi 
under colonial rule, post-independence and now; 
old and new architecture etc. If planned well you 
could also collaborate with a history educator or the 
museum’s education team to make the trip more 
beneficial. 

SPACES OF LEARNING:
ART BEYOND THE ART ROOM

FOR THE LOVE OF ART:
MODULES AND ACTIVITIES



DIAGRAMS IN/AS 
CONTEMPORARY ART

This module foregrounds the idea that drawings 
do not necessarily belong only to the arts, for one 
of the most commonly used modes of drawings is 
the diagram, which is particularly important to the 
sciences, mathematics and in real life situations. 
Diagrams are drawings that exists in the realm of 
abstraction, yet they guide us in the real world. 

Looking at artists who use diagrammatic methods 
of art making students are encouraged to re-look 
at their own textbooks and imagine a new way in 
which diagrams can be rendered and ideas illus-
trated. It is also an exercise in thinking in abstract 
modes, using universally common signs. 

Suggested Artists: 
Susanta Mandal, Shreyas Karle, Goutam Ghosh.

Material to be shared: 
Full names of artists, photos of artists, their dates 
of birth, where they live, mediums they work with, 
and images of their works or the works themselves. 

Keywords:
Illustrative, Instructional, Satire, Utilitarian, Ab-
stract, Linear, Graphic. 

Classroom Actions: 
1. Ask the students to bring textbooks which have 

lot of diagrams. It can be of any subject.
2. Identify the various types of diagrams.
3. What elements does a drawing have to be 

called a diagram?
4. Identify the universal symbols which are com-

mon to all diagrams.
5. What uses does a diagram have? 
6. What is the difference between a Diagram, a 

Drawing and an Illustration?  
7. Can you imagine a diagram as a 3D object? Dis-

cussion on how an artist might make this. 

Activities: 

1. Drawing exercise
Choose your favorite diagram from any subject 
book. Now re-imagine the diagram and draw it as 
a “artwork”. Take liberty with the narrative, order-
ing, composition, and meaning.  Can you make the 
drawing humourous? 

2. Instruction-based drawing
Create a set of instructions of everyday activities 
such as crossing a road, folding clothes, or making 
breakfast. Keep the instructions to 4-5 lines. Now 
translate the instructions into drawings/diagrams.

Look at this 1931 map of the London Un-
derground by Harry Beck. BBC Culture 
observes, “It looks like a cross between an 
electric circuit diagram and a Mondrian 
painting – but the London Underground 
map also revolutionised design.” This dia-
gram of the underground map has inspired 
the design of every underground map since, 
including the Delhi Metro Map. 

Works by artists (1) Sushanta Mandal, 
(2) Shreyas Karle and (3) Goutam Ghosh

3. Group activity 
Collect manuals of different machines or products. 
Collect as many as these manuals as possible and 
bring it to class. Study the manuals in class, the 
tyes of visuals they have. Now cut up the manuals 
to make a new diagram on an imperial-sized paper 
The new diagram can be for any product, has to use 
the various aspects of making a diagram that you 
have observed, and has to have an element which is 
humorous or contain a message. 

(1)

(2)

(3)



ANATOMY OF A DOT

This lesson is about the most basic aspect of any-
thing visual - the Dot. Everyone is familiar with dots 
- the full-stop, the dots above some alphabets, in 
mathematics and science. Drawing from this prior 
knowledge this theme explores how the dot has 
been explored by artists across centuries, conti-
nents and cultures. 

It also brings our focus to the “formal” elements 
in an artist’s work - the emphasis that Modernism 
placed in the compositional elements such as color, 
line, shape, texture, and other perceptual aspects of 
art making. It is also a topic that takes us to multi-
ple artistic and cultural contexts within which this 
simple form has been used over centuries. 

Chuck Jones, an American animator and artist, 
make this classic animation film “The Dot and 
the Line”, an adaptation of a book by Norton 
Juster by the same name, which won the Acad-
emy Award for Animated Short Film in 1965. 

Check out the video on Youtube > https://www.
youtube.com/watch?v=4ZEuXA8Wr2g 

Suggested Artists: 
Dots in traditional arts: Gond from India, and Ab-
original Art from Australia. 
Dots in modern/contemporary art: Roy Lichten-
stein, Georges Seurat, and Bharti Kher. 

Material to be shared: 
Full names of artists, photos of artists, their dates 
of birth, where they live, mediums they work with, 
and images of their works or the works themselves. 

Keywords:
Point, Pointillism, 2 and 3 dimensional, Design, 
Texture, Colour Mixing or Colour Theory, Abstract, 
Shading, Contrast, Ornamentation. 

Classroom Actions:
1. As a group exercise students can identify ten 

examples of dots and their varied meanings. 
2. Try to solve the John Adair ‘Nine-Dot Puzzle’ 

as a class with it drawn out on the board. Thus, 
engaging the class in an exercise of “out-of-the-
box” thinking. 

3.  The famous artist Paul Klee said “A line is a dot 
that went for a walk”. Can you build a narrative 
using the Dot as a character, just like in the 
Chuck Jones animation here?

4. Discuss how Seurat used the color theorists’ 
notion of a scientific approach in painting, and 
how he used colours based on his knowledge of 
perception and optical laws. Try colour mixing 
using his technique called “Chromoluminarism”.

Activities

1. Exercises in technique
Make a drawing (it could be anything - animal/bird/
mask/any form; living / nonliving thing. Reproduce 
three more copies of the same drawing.Now use a 
different technique of using dots, as inspired by the 
various artists you studied, to colour each of the 

copies. 

2. Exercises in colour mixing 
Chromoluminarism/Divisionism is a technique 
which is defined by the separation of colors into 
individual dots or patches which interacted optical-
ly. Make your own grid of colours which are “mixed” 
using this technique. 

3. Group exercise
Since it is time-consuming to make a work of art 
using only dots on a surface, a group exercise will 
help complete a work faster, and teach the skills 
of working as a team. Make a simple one imperial 
sized drawing of your favourite comic charector 
in action, and render it in the style of Roy Lichten-
stein.  

(1) Gond Painting, (2) Aboriginal 
art from Australia, (3) A detail o f 

Seurat’s painting, (4) Roy Lichten-
stein, (5) Bharti Kher

(1)

(2)

(3)

(4)(5)



This module on the artist book brings attention 
to various ideas around making art, reproduction, 
meaning-making, and the objecthood of art. It 
allows us to move the focus away from the walls of 
the gallery to the pages of a book, and to see how 
an everyday and everybody’s object - the book - has 
been taken up and explored by artists. This mod-
ule also allows for a great deal of exploration with 
materials and their meanings, and the role of the 
text in it.

While there is a great many artists to explore in the 
international scene, starting from Dada and Futur-
ists to contemporary artists, here we choose to look 
at five Indian artists who have contributed in their 
own ways to this manner of art making. 

Suggested Artists: 
Sarnath Banerjee, Tanmoy Samanta, Orijit Sen, KG 
Subramanian, A Ramachandran

Material to be shared: 
Full names of artists, photos of artists, their dates 
of birth, where they live, mediums they work with, 
and images of their works or the works themselves. 

Keywords:
Illustration, narrative, reproduction, self-published, 
limited-edition, objecthood, print, handmade

Classroom Actions:
1. A Dada-book: Following in the tradition of Dada 

artists and poets create a story or poem through 
non-conformist methods. Take any old book 
and a bold black pen. As you read the pages 
strike out sentences you don’t want. Keep the 
rest and read out a new story. 

2. Discuss what type of book you would make if 
you were allowed to make any book you want. 
What will it be made of? Hw big will it be? Will it 
have text, images? What will be the purpose of 
the book? 

3. Collect and bring as many different types of 
books with pictures into class - identify the 
different types of books (catalogues, illustrated 
books, comics, etc.) and discuss how they differ 
from each other. 

4. What makes an artist’s book different from any 
regular book? 

Activities

1. A book remade
Take any old book or magazine or catalogue. Now 
add doodles to the pages, cut, past stuff, paint over, 
do just about anything you want to make the book 
completely different. Make it your own art object! 

William Blake, the famous English poet and 
artist, has been acknowledged by many as a 
forerunner in the making of artist’s books for 
his hauntingly illustrated books of poems. 

2. Make your own illustrated book
Write your own story in ten to twenty lines. How 
illustrate your story in separate  sheets of paper. 
Complete painting or colouring the pages and then 
bind them together in a format that you find suits 
your story best. Do you want to bind it or perhaps 
make a cover o r box? 

3. Graphic novel group exercise
This could be a great group exercise which the 
whole class can publish as one. Draw up a storyline 
on any topic that is of concern to you - perhaps a 
story on a science project - and illustrate it in the 
style of a graphic novel. You may even design a 
special cover. If you can keep it in simple black and 
white you can now make multiple photocopies of 
your graphic novel and distribute it in school! 

(1)

(1)

(2)

(3)

(4)(5)

(1) Sarnath Banerjee, (2) Orijit Sen, 
(3) Tanmoy Samanta, (4) A Ramach-

andran, (5) KG Subramanian

ARTIST & ILLUSTRATED 
BOOKS, GRAPHIC NOVELS



There is a natural inclination towards drawing trees 
and flowers in child art, an interest that more often 
than not gets relegated  to the background or turns 
ornamental as they grow up. However foliage study 
is one of the most important aspects of artistic 
study, employed by the earliest of court painters, 
explorers, folk artisans, and masters. It is not the 
mere rendering of flora but an almost deep study 
that is involved in this mode of working.

This module focuses on foliage study as a means to 
sharpen children’s keen sense of observation, atten-
tion to details and awareness of their surroundings. 
It also introduces them to the varied ways in which 
contemporary artists engage with this subject, 
making the plant more than just an object. It finally 
explores a space that is both a part of art and sci-
ence (botany in particular).

FOLIAGE

In Japanese culture the sensitivity to 
seasonal change was an important 
part of Shinto, Japan’s native be-
lief system. This is captured by the 
traditional artists in their paintings of 
native foliage and fauna. 

Suggested Artists: 
Chameli Ramachandran, A. Ramachandran, Hem-
latha Pradhan, Karl Blossfeldt

Material to be shared: 
Full names of artists, photos of artists, their dates 
of birth, where they live, mediums they work with, 
and images of their works or the works themselves. 

Keywords:
Foliage-study/life-study, landscape, Botany, Flora, 
Fauna, Composition, Motif

Classroom Actions:
1. Take a biology book and turn to a page with a 

drawing of a plant. Now take the work of Hem-
latha Pradhan. Compare and discuss what the 
difference is between the two types of draw-
ings.

2. Sit outside the classroom near some trees and 
plants, and make a life study of one plant. Ren-
der the same study with only pencil, and anoth-
er copy in colour. Note down the name of the 
plant (English, Native and Botanical)

3. Collect various types of leaves and bring it to-
gether in class. Make a series of detailed draw-
ings of single leaves. Then collect the leaves 
inside the pages of a heavy book for your per-
sonal collection. 

4. Look at various types of foliage in traditional 
arts and crafts, bring together images, and try 
to identify the types of plants/trees depicted. 

Activities

1. Foliage in 3 studies
Sit in front of a plant (even a potted plant). Now 
draw the plant in three different styles - (1) like how 
you would in a biology class, (2) an artistic study 
which is realistic, (c) a creative study. 

2. From my kitchen
Since plants are part of all our diets and an integral 
part of our kitchens, let us try and identify 4 plants 
that are there in our daily food. For example: Haldi 
or Turmeric. Find a turmeric plant, draw it in your 
sketch book, note the type of root it has, where the 
fruit is, if there are any flowers. Write down the Lo-
cal, English and Botanical name of the plant. Now 
ask your parent for a recipe with that plant in it. Do 
this for all 4 plants.

3. Design and Foliage 
Foliage offers exciting inspiration for design. Be it 
a simple lotus earring or an intricate wood carving 
on a temple wall, the simple plant and flower is the 
main source of design inspiration. Now find 3 differ-
ent flowers or leaves, draw them and slowly convert 
the drawing into abstract motifs. Find uses for the 
design motifs you have made. 

(1)

(2)

(3)

(4)

(1) Karl Blossfeldt, (2) Chameli 
Ramachandran, (3) Hemlatha 

Pradhan,  (4) A. Ramachandran



HEADS

The face is perhaps the most familiar of features 
to any child, and in an art-class the face has been 
a prefered subject for long. While portraiture is 
a rather intimidating subject to start with young 
learners, it is also a subject that can be very play-
ful and engaging. No child ever complained when 
asked to draw themselves, or re-imagine what they 
look like. This is a great exercise in self-reflection 
and play.

This module takes a topic that the greatest of art-
ists have dealt with and introduces it to the young 
learner without this baggage building confidence in 
the learner. It also becomes a great opportunity to 
share modernist experiments with portraits which 
is far removed from academic styles and captures 
the attitude of the person. The head also offers the 
opportunity to work with a 3 dimensional form, 
opening up the canvas and experimenting with 
other mediums and even found objects.

Bull’s Head by Pablo Picasso is perhaps 
one of the most recognisable works from 
modern western art. This assemblage with 
found objects inspired generations of art-
ists to look at objects differently. 

Suggested Artists: 
Pablo Picasso, FN Souza, Himmat Shah, Sumatra 
Mukherjee. 

Material to be shared: 
Full names of artists, photos of artists, their dates 
of birth, where they live, mediums they work with, 
and images of their works or the works themselves. 

Keywords:
Portrait, head, bust, features, profile, assemblage, 
ready-mades, cast, mold, sculpt, juxtapose.

Classroom Actions:
1. Take examples of heads from art traditions 

across the world - from premodern to contem-
porary, folk and tribal art, in painting and sculp-
ture. Discuss how the features are depicted in 
each style, where the emphasis is - in a realistic 
depiction or emotion or something else.

2. Break down the features in one’s face into sep-
arate parts. Now play with each part and try to 
see how many different moods or faces you can 
create. 

3. As a group exercise have one person make dif-
ferent faces (scared, crying, sad etc.) and try to 
capture this in a minimum of lines. Try to be as 
stylistic as possible. 

Activities

1. Mask making
Cut paper and make a mask for yourself. Use found 
objects and material on this to develop it into an 
elaborate mask. Now perform with this mask on 
taking inspiration from how masks were used by 
traditional societies. 

2. Assembled head
Inspired by Picasso’s assemblage collect materials 

which you can just put together to make a head. Try 
to use found objects, things that you can recycle 
and natural materials. Avoid using paper, paints and 
glue. Build a basic armature, which your art teach-
er can help with, to mount the material together. 
Once assembled you can install it in your room. 

3. Collage Head
Gather books and magazines which you can cut and 
use to make a collage portrait. The collage should 
be inspired by the cubist techniques, and can incor-
porate other material as well (cloth, stickers etc.) 

(1)

(2)

(3)

(1) Himmat Shah, (2) Su-
mantra Mukherjee, (3) FN 

Souza, (4) Pablo Picasso

(4)



MINIATURE

This module focuses on traditions of miniature 
painting traditions which have inspired contem-
porary artists. While the tradition of miniatures 
comes to India from Persia, the module focuses on 
the mature Mughal and Pahari style miniature, and 
the works of contemporary artists who use similar 
methods of narrative. The miniature module not 
only focuses on introducing the learners to the his-
torical routes to contemporary art, but also ways of 
perception that have influenced our world views. 

The exercises themselves encourages the learn-
ers to build a well laid out composition, plan the 
narratives and engage with the main aspects of a 
story, so as to be able to capture an entire story in a 
single frame. It also introduces them to the inter-
play between text, image and ornamentation, the 
use of foliage and fauna, authentic representation 
of costumes, and a different use of perspective and 
depth.  

This example of a Mughal miniature, 
c.1600, shows their knowledge of natu-
ral forms and interest in exprimentation

Suggested Artists: 
Examples from Mughal and Pahari miniatures,
Contemporary artists Nilima Sheikh, Shahzia Sikan-
der

Material to be shared: 
Full names of artists, photos of artists, their dates 
of birth, where they live, mediums they work with, 
and images of their works or the works themselves. 

Keywords:
Miniature, illustrated manuscript, ornamentation, 
perspective, calligraphy, folio, artist guilds, natural 
colours

Classroom Actions:
1. Take examples of Mughal and Pahari miniatures 

and study in detail and discuss what stories they 
tell, what costumes they wear, what type of 
architecture they live in. 

2. Study the variety of flora and fauna in miniature 
paintings, try copy-exercises to identify motifs 
that repeat in these paintings.

3. Study how perspective is used in miniature 
painting. Is it different from how we see in real 
life? Why do you think they use this perspec-
tive?

4. Look at the work of contemporary artists and 
see what features they take from the miniature 
tradition and what aspects are contemporary. 
If you were to make a contemporary miniature 
what will it be about?

Activities

1. Perspective study
Let us do an exercise in the use of multiple per-
spectives like how the artists in Mughal and Pahari 
miniatures did. Take a simple object like a chair or 
table, and render it from mutliple angles. Combine 

all these views in a single drawing. 

2. Miniature of Mine
Think of your home and a daily routine  of yours. 
Now make a miniature painting of you and your 
family in your house, with each room being ren-
dered like in a miniature painting, with everyone 
doing something. Make it exciting, funny or mys-
terious. Try using natural colours (make your own 
colours from basic ingredients in the kitchen, or ask 
your art teacher)

3. Group exercise
In this group exercise you will work like how a 
traditional guild functioned in the courts of Mu-
ghal kings. Break up the making of a miniature 
into 4-5 stages depending on how many of you are 
in a group. Now each task will be assigned to one 
person - composition and basic drawing, detailing, 
calligraphy/text, colouring etc. Each member of the 
team can take it home for a day to complete their 
part of the work. 

(1)

(2)

(3)

(1) A traditional Mughal 
miniature, (2) Nilima 

Sheikh, (3) Shazia Sikander



Neither this book nor the course can be called com-
prehensive, and is not a complete guide to be fol-
lowed as it is. Rather it sets forth a common ground 
to initiate a conversation amongst educators; to 
try and err; and to learn from each other. You are 
free to transform or modify ideas from this book or 
even completely write it off, all depending on how 
you see it used. However,  we are interested in the 
how you use it, your interpretations and inferences. 
A small resource has been made available on our 
website www.ficart.org to help you further explore 
the modules we have proposed here. Do check that 
out and try them in your own classes. 

With this book and its content, we welcome you 
to be part of the ongoing critique around art edu-
cation and arts in education in the Indian scenario. 
Together let’s build a healthy and stronger case for 
our young learners, the arts & art educator.

If you would like to be a part of an Art Educator’s 
group in  Delhi we are happy to invite you to be part 
of the FICA Art Educators Forum. This is a network-
ing and peer-learning platform of artists and edu-
cators who come together regularly to exchange 
ideas and thoughts on their teaching methods, 
challenges and innovations. These sessions are 
facilitated by FICA so you can write to info@ficart.
org to know about the next session. 

Nilanjana Nandy is also part of the FICA Art Edu-
cator’s Forums but can independently reached at 
moolartproject@gmail.com

CONCLUSION
THE BEGINNING OF A CONVERSATION

All content in this book has been produced for 
non-profit educational purposes and for free 
distribution. 

The text on this book has been developed as 
part of the For the Love of Art course by FICA 
and may be used, modified, and distributed 
freely on condition that anything derived from 
it is bound by the same condition.

Images of artworks: FICA has no rights over any 
images in this book, with the author/artist be-
ing the rightful copyright holder of their works 
represented.  

Text by Nilanjana Nandy and 
Bhooma Padmanabhan
Illustrations by Nilanjanan Nandy
Book design by Bhooma Padmanabhan
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