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Introduction

My art reflects an appreciation of nature’s ¢«

autdoors werd

Anvone can learn to pamt. My first attempts paur
hornible. My friends

Jed my atempts. They called

me the

irds away to make senst

e me enough to Stop.
of my pamungs. | did urage me enoug i

paced myself
Had my ego gotten 1n the way, « ot set goals and paced m

this book would not be a realit

Through years of producing my own work and teaching, | have

developed a simple approach to painting. | take the mystery out of it and
make it casy to understand. This book teaches vou to see beauriful color
It teaches you to see as an artist. It teaches you a procedure. And it helps

build your confidence. You will learn the power of a limited palet
understand light and shade, and construct your paintings simply an
strongly from the start, You will learn to master your equipment. ©he
step-by-step demonstrations help you understand how to approach any
subject. Learn to paint boldly and assuredly through projects and exam
ples. Those who wish to paint with rich, clean colors and learn 10 sce
nature in a whole new light wil find this book very valuable

My goalis to teach you the language of color through figure exerciscs,
and observation skills through still lifes. These basics strengthen your
paintings. You will then express this knowledge outdoors, en ples air,
and back in the studio. With your new color sense, emphasis on the
basies of picture making, and practice, you will learn to capture the mood
i essence of a scene quickly and accurately.

Many students have visions of becoming professional artists. Others
pursie painting for pleasure. Whatever your goal, if | can teach you to
see color and put it down with confidence, your road to finished gallery
pamtings or enjoyment at the easel will be smoother, with better results

ART AND LIFE
Pamung 15 4 culmination of




The Well-Equipped Painter

BLACK MARKER
A thick, chisel-pointed black

Over time, I've developed work for you. Painting with friends

able painting stations for indoor offers opportunities to share ideas
marker can be used to quickly
sketch the big shapes and the light.

and-shade patterns. The marker

| and outdoor use. You may develop about paraphernalia

ideas and setups that work better

keeps the sketch as simple and
informative as possible in prepara-
tion for painting. If you use a pen-
cil, you may draw ““things™ instead
of shapes.

VIEWFINDER

A viewfinder is a small frame used
to isolate a desired scene for paint-
ing or sketching. The landscape
outdoors can be overwhelming.
Looking through a viewfinder
helps to isolate and simplify the
scene in front of you. An empty
35mm plastic slide mount works
great, or cut a rectangular opening,
proportional to your canvas size,
into a small piece of cardboard.
Frame out areas, holding the view-
finder closer or farther away from
your eyes to find a comfortable
composition of shapes, values and
color combinations.

CLOTH BUCKET
A cloth bucket, available from

CLOTHING

Wear weather-appropriate, neu-

tral-colored clothing when work-
ing outdoors. Bright color reflects
into your canvas, influencing col-
ors in the painting. A white shirt
reflects too much glare, making it
difficult to see and compare colors.

SUN AND HEAT PROTECTION
An outdoor painting session may
seem to fly by, while you may actu-
ally be standing in the sun for
hours. Wear a hat and sun block.
Bring plenty of drinking water.

BUG SPRAY

Be prepared. I sometimes spray the
ground I’'m standing on to protect
from nasty fire ants, mosquitoes,
yellow jackets, gnats and flies that
wreak havoc on concentration.

garden and hardware stores, car-
ries supplies and acts as a trash can
for soiled tissues. It has many pock-
ets for paint tubes, trash bags,
pocketknife, glasses, turpentine
cups, brushes, bug spray, etc. I usu-
ally insert a plastic grocery bag in-
side for trash. When finished, I tie
the plastic bag up and toss it away
later, leaving the scene as 1

found it.

SKETCH PADS
Keep a sketch pad handy for small
sketches and written notes.

10 FILLYOUR OIL PAINTINGS WITH LIGHT AND COLOR




FRENCH EASEL

This piece of equipment is a sketch
box that quickly converts to an
casel. Itaccommodates various size
canvases, brushes, paints and other
supplies, and is sturdy in the wind.
Your French easel can also serve
you very well indoors.

Pay the extra money and buy the
best available. I've seen many stu-
dents come to class with a brand
new French easel that just fell apart
by the end of the week. The French
casel also comes in a half-size
box convenient for travel and
backpacking.

To set up your French easel, it is
best to turn it upside down on the
ground, raising all the legs first,
then turn it over. The legs adjust to
various heights for uneven ground.

A palette is included.

POCHADE BOX

A pochade box is a small paintbox
with a built-in palette and canvas
holder. Some (also called thumb
boxes) have a small hole in the bot-
tom so they can be held like a pal-
ette. A lightweight, collapsible tri-
pod works great as a support for a
small box. A quick-release mount
makes it faster and more conve-
nient for setup.

UMBRELLA

An umbrella helps keep the sun off
your canvas, palette, and you when
painting outdoors. It is better to
paint in open shade rather than
having your canvas and palette in
direct sun. There are some inex-
pensive umbrellas with pliable C-
clamps for attachment to an easel,
and umbrellas with long, collaps-
ible, spiked poles for insertion into
the ground. Colored umbrellas
should be painted with gray spray
paint, because bright colors cast a
colored glow on your painting and
palette, influencing your color
mixtures.

PALETTES

Palettes come in many shapes,
sizes, colors and materials. 1 rec-
ommend a large surface with
plenty of room to mix clean colors.
1 find disposable paper palettes a
little too absorbent. Hand-held
palettes are good because they
allow you to move back and forth
while mixing. Some people prefer
a white surface to judge their col-
ors. | prefer a wooden palette made
out of mahogany. After each use, |
scrape the colors off with a palette
knife and wipe with a turpentine-
soaked tissue, leaving a tiny film of
paint to dry to a glass-like, neutral
color surface.

I have an enclosed wooden fold-
ing palette. It has a large surface
and increases my work space. It fits
on my French easel comfortably.
The sides open out for space to lay
brushes, tissues and turpentine.
After each session, the palette just
folds up, and the paint stays fresh.

PAINTS

Find the brand and colors that suit
your needs. A color of the same
name in one brand may be differ-
ent in another. I use Winsor &
Newton oil colors:

* Titanium White is very opaque;
a good, strong tinting strength.

* Cadmium Yellow Pale is a bright,
light, powerful yellow.

* Alizarin Crimson is a transpar-
ent, slightly cool, dark red.

¢ Ultramarine Blue is a brilliant,
transparent, slightly warm, dark
blue.

* Winsor Green is a very powerful,
transparent green—a good com-
plement to Alizarin Crimson.

I sometimes use alkyd Titanium
White, because it speeds up the

drying time of all the colors mixed

with it. This is good for travel,
when you would like to speed up
the drying time.

BRUSHES

Versatile bristle brushes in sizes 4
to 12 do the best job for painting
alla prima (paint applied in one
session). They can be handled deli-
cately, or like a shovel. I recom-
mend using the largest brush possi-
ble for the job at hand. Types
recommended:

* Rounds are versatile, and can be
manipulated for many effects,
from thick to thin strokes.

* Filberts are slightly rounded, flat
brushes with a good all-around
shape.

* Brights are short and flat; great
for chiseled strokes.

* Riggers are good for signing; they
have very long hair to hold a
good amount of paint while still
giving a fine line.

PALETTE KNIVES

Palette knives and painting knives
serve several functions: mixing
paint, cleaning off your palette sur-
face, scraping off areas of a paint-
ing that need correction, and add-
ing interesting textures to a piece.

CLEANING BRUSHES

While working, I wipe my
brushes off with tissue after
every stroke, pulling out most
of the paint, then I clean them
thoroughly with turpentine or
mineral spirits and wipe again
to pull out the excess turpen-
tine. At the end of the day, |
clean them with warm water
and soap. After cleaning, I rub
a thin layer of soap on the bris-
tles with my fingers, and let it
dry to reshape the brush.

PDF
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TISSUES

Since 1 clean my brushes off

afeer

every stroke, I find tissues morc

efficient to use than paper towe Is,

because it is quicker to pull out a

fresh tissue compared to unrolling

towels. Time and rhythm arc very

lem a
important, especially in plerr

painting.

BABY WIPES
Baby wipes clean paint from your

hands, face and clothes

WET CANVAS CARRIERS

Wet canvas carriers are a must tor
the traveling plemn air painter. |
have several boxes made with slots
to protect stretched canvas or pan-
els while paint is wet. Some carry
four wet panels, and some carry up
1o rwenty

four. They can be made

to dime nsions tor ¢ WrYIng various

sizes. A 16" % 24" carrier can ac
commodate any smaller size with a
16" side, such as 12" x 16",

16" % 20" or

16" %X 16",
!
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FILL YOUR OIL PAINTINGS

WITHLICHT AND COYL YD

CANVAS

I use oil-primed linen canvas, |
stretch works larger than

16" % 20", and mount sm;ﬂlcr-sy,_ed
canvases on board (Masonite,
Gatorfoam or birchwood).

GESSOED BOARDS

I sometimes gesso untempered
Masonite or birchwood panels
with two to three coats, sanding
the final coat lightly. A light coa;
on the back of the panel helps pre.
vent the board from warping. Ges.
soed surfaces may absorb the ship,
out of your oil paints more than gy,
oil-primed linen.



CAMERA

A camera captures the details of a
scene, fleeting effects and numer-
ous composition choices. I use an
auto-focus (auto everything) cam-
era. It focuses quickly on moving
animals, and captures people on
the street inconspicuously. I have a
75-300mm lens that gives me op-
tions without changing lenses, and
a SSmm lens that shoots closest to
our natural vision without distor-
von. Wide-angle lenses are great
for getting the entire scene but cre-
ate a lot of distortion. I usually
carry a camera and plenty of film
on my painting trips to give me ad-
ditional information for studio
work. 1 prefer to use shde film.

SLIDE PROJECTOR

I use a projector that has the capa-
bility to project on a TV-like
screen, and on the wall. This type
of projector doesn’t need a big
space for viewing, and can be
viewed with clarity in a fully lit
studio. I set the projector in front
of me and respond as if on loca-
tion. I can knock the image out of
focus in the beginning, to simplify
big shapes.

MIRROR

Looking at the reversed image of
your painting in a mirror gives a
fresh, unbiased view of it, and may
make it easier to spot problems,
such as with composition.

VARNISH

To protect paint

1gs from pollu-
tion, hike dust and smoke, and keep
them looking fresh over the years,
it1s a good idea to give them a final
oat of varnish that can be re-
moved for recleaning. [ use Damar
irnish, which T apply with a brush

OF spr

I from a can. It is recom-
mended that you wait six months
to a year before putting on your
final varnish, but I rarely keep a
painting in my studio for a year.

I put a protective layer of retouch
varnish on a painting after it is fully
dry to the touch. Varnishes come in
gloss or matte finish. Gloss adds
sparkle and freshness to a surtace,
as though the paint is still wet. For
Certain paintings, matte may loox
better; you may not want that re-
flective shine.

COMMIT TO GROWTH

You need to develop at your
own pace. Do not let yourself
be discouraged by your spouse
or friends, especially while do-
ing the simplified exercises in
this book. Pledge to paint one
hundred simple, flat, poster-
like paintings, as expressed in
this book. You will grow and
develop. Be patient.

PDF|
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Mounting Canvas on Board

materials. Commercial canvas
boards are fine for practice exer

cises, but the quality is not good

Canvas panels are rigid, light
weight, and a less bulky alternative
for painting excursions. | prefer to
make my own, because I can
choose the size and quality of
canvas. The commercially pre
pared canvas boards available at
art stores are made with inferior

for serious wnh-\\wn.lf work.
Making canvas panels is a good

project for times w hen the weather

HIH'\I({I' 1S not L'Vll(]ll(l\'(' to pamnt

ing. or when you are mentally

tired. Then, you need not <

Stop +

prepare a panel when YOliF cr Pty
Creayy,

juices are flowing. It is tim 1

&

consuming, so [\ra'p‘lrv‘ severy|
evera

boards at a t
at a time,
IN stages: Cuttin,
boards, cutting canvas and gl =
Bluing

1. SET OUT SUPPLIES 2. PREPARE BOARD
AND CANVAS

Set out your supplies beforehand at
a comfortable work station. Sup-  Cut your boards to desired size.
plies for preparing canvas panels: ~ Here I am using Gatorfoam. It is a
Glue rigid foam-cored panel. It is very
: lightweight, strong and warp-
Preprimed canvas : 5
. resistant. It’s lighter than
Board (birchwood, Gatorfoam ; : z
) Masonite, which makes it wonder-
or Masonite) .
ful for travel. Prepare Masonite or

3" trowel > :
: birchwood in the same manner.
Craft knife
il Lay your board over the canvas,
pap and cut around it with a craft knife,

Coyergheet leaving 2" extra all around. The

Glove :
: canvas tends to curl from being
Books to weight glued canvas
; rolled, so stack the canvas and
Baby wipes

board against the curl for a few
days, making it less likely to curl
up when gluing.

Outline the board with pencil on
the linen side of the canvas, to
guide your gluing area. Layer
sheets of newspaper on your work
surface, so you can peel away a
sheet as it gets soiled with glue.

Paper towels

Water to keep trowel clean
Pencil

Brayer roller

PDF|
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3. APPLY GLUE

For conservation reasons, [ recom-
mend a pH-balanced, bookbinding
or white hide glue that can be
removed easily. I use DemCo Neu-
tral Bond Vinyl Adhesive bookbin-
ding glue. Try other glues avail-
able, such as gesso, matte medium,
Yes paste, Miracle Muck or Elmer’s
Glue. Make sure there is no debris
on the canvas or board before glu-
ing. You don’t want to cause a
blemish on your finished surface.

With the primed side of the
canvas facing down, pour enough
drips of glue over the raw canvas
to spread thoroughly. Use a 3"
trowel to spread and squeeze glue
into the canvas texture, working
horizontally and vertically, spread-
ing a thin, even layer over the
whole surface. Pay special atten-
tion to the edges, where the canvas
is most likely to curl. Remove ex-
cess glue.



4. POSITION BOARD

5. EVEN THE SURFACE

Position your board onto the glued canvas and tlip it
over. Being careful not to get glue on the primed sur-
face, peel away soiled newspaper. Wipe the edges of
the canvas with baby wipes while the glue is sull wet.

Cover the canvas with a sheet of paper to protect the
surface from vour roller. Don’t use newspaper, be-
cause the ink will transfer to your canvas. Wearing a
glove so you won't get blisters, and using a lot of
pressure, work a brayer roller over the surface to get
it even and flat, rolling from the center to work out
any air bubbles. Push around the edges repeatedly to
make sure they are secure.

TRIM AND FINV!SH

The canvas shrinks a hittle as the hide glue or bookbinding glue dries. If
vou leave a lot of excess canvas around the edges, it dries at different

rates and causes buckling, so trim the canvas off with a craft blade right
after it1s rolled down, anghng it to cut shghtly ('4") larger than the board.
As the canvas dries, 1t shrinks to the size of the board. Some glues (such

as Yes paste) do not shrink.

Stack like-sized canvas boards on top of each other, and lay a heavy
book or flat board on top to add pressure while they dry. Add more

weight on top of this. Let them dry overmight.

[PDF
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Color Notes, Not Value

What you need to do first is ob-
serve nature, to see everything as
shapes of color. Proper values
(lights and darks) are very impor-
tant in a painting. However, I try
to eliminate the term value, be-
cause we don’t see in values of
black and white. Nature displays
itself in full spectrum. Color has
three qualities: hue, value and
chroma. I will use the term color

THREE QUESTIONS TO

ASK ABOUT A COLOR

. Where does your color note
lie within the spectrum?
What is its hue?

2. How dark or light is your
color note? What is its
value?

3. How intense or dull is your

color note? What is its
chroma?

or color note interchangeably to
mean the sum of these qualities.
Analyze everything as a particular
color note.

If you can learn to see color
notes, you do not have to worry
about value, because that comes
automatically. A color note has an
inherent value, which makes the
process of seeing pure and accurate
color easier.

18 FILL YOUR OIL PAINTINGS WITH LIGHT AND COLOR

Hue, Value, Chroma

Hue is the name of the color: red, vel-
low, blue, purple, green or orange.
Value is the relative degree of grayness
(darkness or lightness) from black to
white. Chroma is the color’s intensity
or lack of intensity. Compare pure
Cadmium Yellow Pale to a less intense
Yellow Ochre.



Forget What You Know

Our preconceived thoughts limit
our sensitivity to seeing. We need
to eliminate what we know about
objects and learn to see all over
again. See as an artist.

Local color is the actual color of
a subject, what we would refer to
as the red of an apple, the yellow
of lemons, or the blue of the sky.
Yet as artists we must deal more
with the color of light and atmo-
spheric effects on objects. A red
roof in the distance may appear

FACTORS THAT AFFECT

LOCAL COLOR

1. Primary light source (for
example, sunshine or
artificial light)

2. Indirect light (reflected light
bouncing off of other
objects, or a secondary light
source).

3. Atmosphere (light is filtered
through atmosphere, such
as particles of dust, water or
smog)

purple, even though we know it’s
red. It is what we know that can
get us in trouble.

The sky may appear green, or
rose, because of pollution or dust
in the air. A yellow lemon may be
orange if it is bathed in a red light.
That is why memorizing what
colors to mix for an apple or sky
limits you to mediocre painting.
Each atmospheric and lighting sit-
uation presents itself differently;
each should be painted differently.

PDF|

Colors Influence Each Other
An object is influenced by the light and
color of its surroundings. Examine
each one of these photos carefully. A
green pear is influenced by the 0;»
anges, reds or blues around ir. The
color of the shadow planes changes
with the color of the table top and wall.
The interaction of the pear, light and
surrounding colors creates a narural
harmony. If we cur one pear out and
pasted it upon the other background, it
would not seem to belong.
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When we paint outdoors, we usu-
ally try to capture a particular type
and time of day. If you set up on
location and change too much of
what you see when you paint the
scene, ‘h(’l’\‘ 1S NO reason to h.l\'(’
been on location. If it is a gray day,
don’t say *'I hate gray days,” and
add a bright blue sky to a grayed-
down landscape. It will not be har-
monious. All the colors from the
sky reflect into the landscape, so
we can’t change the sky at random,
because the color of the sky influ-
ences all the colors on the earth.

|
|

PRACTICE SEEING
Practice engaging in a mental
dialogue to sharpen your
powers of observation. For ex-
ample, while riding a ski lift, [
constantly look at the move-
ment of the trees, the color of
their bark, the reflected light
on their trunks. Do branches
seem to disappear as they cross
the bright sun? What color are
the shadows on the snow?
Compare things in preparation
for painting while doing other
things. If you were set up to do
a painting right here, right
now, you would need to ask
yourself many things prior to
and during the painting pro-
cess. Where are the lightest,
darkest, brightest, softest or
hardest edges? How can
shapes be simplified? Practic-
ing this kind of mental exercise
will help you learn to see as an
artist,

Natural Harmony

Sky always harmonizes landscape
because (iu‘ color of the light
source (sunlight) through the at-
mosphere engulfs the scene with
harmonious colors. Nature harmo-
nizes everything, so if you paint
what is there, the color will be
harmonious.

Nature is the best teacher.
Painting from life should be the
number one goal to set for your-
self, whether it be from still-life
setups, figure studies, looking out
your window or working
outdoors.

20 FILL YOUR OIL PAINTINGS WITH LIGHT AND COLOR

The Colors of Black and White
When black and white are influenced
by direct light, reflected light and at-
mosphere, they can become many dif-
ferent colors.

SERENE PASTURES, DETAIL

If the color is right, the valu

will be right.

~-Charles Hawthors



A Colorful World out of Focuss

Viewing your subject out of focus
increases your color sensitivity,
because it makes you concentrate
on color only. In this case, near-
sighted people have an advantage,
because all they have to do is take
their glasses off to see things
slightly out of focus, which makes
the important big color notes obvi-
ous. If you are unfortunate enough
to have perfect vision, you can

learn to adjust your eyes to go out
of focus by gently crossing your
eyes. It takes a little practice, but
here’s how to start: Hold your fin-
ger about eight to twelve inches in
front of your eyes, and focus on it.
Remove your finger, but keep your
focus where it was. You will see
that things in the distance are out
of focus. Do whartever it takes to
see color notes and not things!
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painterly Planes

Planes are two-dimensional flat or
level surfaces, like one surface of a
cube (which has six obvious
planes). While a ball has a spheri-
cal shape, it can be imagined as
having planes. I carved the plane
fruit shown throughout this book
to illustrate the planes on various
rounded objects.

Visualizing planes will help you

see, simplify and understand color.
Anytime there is a plane change,
there may be a color change, and
when there is a color change on an
object, look for a plane change. In
the beginning, it takes some prac-
tice to become aware of planes. To
paint looser, or more painterly, see
and paint the big, obvious plane
changes.

[PDF|
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Planes

The color transitions in the real pear are
more gradual, more gentle, than those
of the plane pear, which are more
abrupt. But you can see the similariry
Recognizing the planes of an object ang
noticing at what angles they face ligh
sources will help you see their colors.

LESSON

With modeling clay, sculpt a
curved object, such as a pear,
using exaggerated flat planes,
like the plane pear shown here.
If you start with big planes,
then make them smaller and
smaller, you will eventually
have the illusion of a rounded
form.



Color Is Relative

How We Perceive Colors

Becaus

the eye perceives a color in relationship to those around it, a color sur-
ded by dark colors is perceived as lighter than the same color surrounded
by white. Expeniment by surrounding a color with different colored grounds; its

appearance changes with its surroundings.

One color can become darker,
brighter, grayer, warmer or cooler
in relation to another color. You
must relate and compare all the
colors in your composition to each
other. Compare similar colors in
order to spot subtle differences
berween darks, lights, reds, blues,
etc. Look for the warmest, coolest,
brightest, dullest, darkest and
lightest variation of each color.

One aid to judging colors accu-
rately is to hold up something dark
(like the side piece of my eye-
glasses) over a dark shadow area.
A thin brush or stick will do. This
helps me see how dark, and what
color dark, that shape is. Also,
when painting outdoors, I often
puta white tissue on a bush, so that
I have a pure white object to com-
pare colors with.

Compare every color note you
see with another, and ask yourself
two questions. Is one color lighter
or darker than the other? Is one
color warmer or cooler than the
other? Your eye will become more
sensitive to delicate color relation-
ships as you practice comparing
colors and increase your powers of
observation.

THE MAGICAL COLOR
ISOLATOR

The best way to see true color is
with a simple device I call a color
isolator. A simple version can be
made out of a 1" X 3" piece of white
cardboard with a hole punched
through it.

Holding the color isolator about
six inches from your eyes, close one
eye and position the hole so that
you can see the color of the subject
area you are judging. This isolates
a small piece of color so that you
no longer see a thing but only a spe-
cific color note.

When looking through the color
isolator, do it fast. Trust your first
quick impression. Even if the side
of a face appears bright green, be-
lieve it. Flesh can be any color in
the rainbow depending on its sur-
roundings and light source. The
color isolator will help you visual-
ize without preconceptions.
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My Color Isolator

On one side, my color 1solator has
black, white and neutral gray sections
Each section has a hole, so that | can
compare how a color note looks sur-
rounded by black, gray or white. The
opposite side is all white, so that | can
compare up to three areas at once.
Notice how obvious the color notes
are with the background out of focus.

COLOR IS RELAFIVE 23



Paint What You See ] T ]
When you paint color notes, and not actually things themselves, you automatically See it, mix it, put 1t down. Be

end up with a more realistic and beautiful painting. As I painted this icy river, decisive
I'saw cool blues, greens, warm grays, etc. When [ stepped back, I realized that | .
had created the reflection of the trees and sky. Paint what you see, not what

you know.

RIO AZUL, 24" x 24"
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Intensify Your Color Sense

Looking at the world with a softer focus actually intensifies your sensitivity to COLOR NOTES

color. I painted this piece without my glasses (almost blind). I saw colors and Putting the right color note in
put them down, and when I was finished those colors had created houses, boats the righ[ place will create a
and water. realistic image.

STONINGTON HARBOR, 6" x 8"

[PDF|
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It’s Not the Details

Derails do not necessarily make for a better painting. Accurate color notes ring
true more than slavish rendering of details. I have had people come up close to
this painting to read the type on the newspaper, only to be amazed that it’s just
strokes of color.

FRESH CATCH, 16" x 20"

=
?@%{;&Mqﬁifkn;_

PLANES AND COLORS
Any time there is a plane
change, there may be a color
change, and when there is a
color change, look for a plane
change.



Natural Harmony

Be alert and trust your eye. No two skies are alike, and trees are not always green.
One of the major influences on local color is the color of the main light source,
which bathes objects with a unifying color. The grayish yellow of the sky here
influences the color of the entire landscape.

CANADIAN REPOSE, 6" x 8"
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COLOR AND VALUE
Every color has an inherent

value.
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CHAPTER TWO

| MIXING CLEAN,
FRESH COLOR

slor re

limited pa

;nships
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Jife and truth to your painting.




Macpherso?

[ arrange my palette with Cad-
mium Yellow Pale, Alizarin Crim-
son, Ultramarine Blue and Winsor
Green along the left and top edges.
A good amount of Titanium White
(more than the other colors) is
squeezed along the bortom.
Squeeze out paints in long
“worms” to keep the color clean as
you use it. In the beginning, when
you're learning, it might be wise to
use a less expensive paint, so you
get into the habit of having an

¢ Palette Layout

ample amount on your palette.
Have enough paint to mix and
cover the canvas so that you don’t
waste time and lose momentum
squeezing out more during the
painting process. Organize your
palette the same way every time, so
that you become familiar with its
arrangement. You want to be able
to act impulsively and intuitively.
To keep up with the fleeting effects
of nature, you should know exactly
where each color is, so that you can

PDF|
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reach for it without breach
thought. If vou know where the
colors are, your panting rf
will not be interrupred.

To keep my colors cle
fresh, I clean my palette by scrap
ing it with a palette knife 1
times during painting. Sa
gray paint scrapings on the side
the palette. They are useful tor
other later mixtures.

Don’t be stingy with your

paint.
—— - — - —



Achieving Harmonious Color
With a Lunited Palette

white? The process of mixing is
easier and less confusing if you do.
A good painting has both variety
nd unity. Working with a limited
palette puts you at a greater advan-
tage to create color harmony, or
unity.

The primaries red, yellow and

i .

ue are separate colors as far as
can be, They are not harmonious,
because they are irreducible; they
have no elements in common
However, as soon as we mix one
into another, the resulting color is
somewhere between the two,
There 1s a dialogue between them,
making them distant cousins. Use
only three colors to mix all your
various color mixtures; greens,
oranges, purples, reds, grays, etc.
You will then see very easily how
they are all related.

My choices for a limited palette
are Titanium White, Cadmium
Yellow Pale, Alizarin Crimson and
Ultramarine Blue, because they in-
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ACHIEVING HARMONIOUS Comen WITii A LIMITED FALETTE h

clude the

range of values from hght to dark

]\VHHHII\.IV\\V“ 154
['he primaries can be mixed to ob
tain the secondary colors (orange,
green and violet); tertiary colors
(yellow-orange, red-orange, red
\I(»I('l, |\|||(' \Inl('l. M\lt' green JIH'
yellow-green); and endless grays

Practice with only Titanium
White, Cadmium Yellow Pale, Ali
zarin Crimson and Ultramarine
Blue before adding Winsor Green,
This is a very strong color that can
be used for more than just mixing
greens. It makes rich blacks when
mixed with Alizarin Crimson. Add
more colors to your palette, if you
like, one at a time.

WARM AND COOL COLOR
TEMPERATURES

As you learn to mix color, become
more aware of color temperature;
warm and cool color relationships.
For obvious reasons, fire and sun
colors (yellows, oranges and reds)
are considered to be warm; the col-
ors we associate with ice and water
(mainly blues) are cool. Greens and
violets have qualities of both. A
color’s temperature is also relative
to other colors. One yellow may be
cooler than another, just as some
blues are warmer than others. Add-
ing white both lightens and cools.

Warm and Cool Relationships
Color note A is warm compared to B,
but A is cool compared to C, and B is
warm compared to D.



Mix and Match

Pure tube colors are rarely found
In nature, SO you must create mix
tures. A few tubes of paint can
yicld endless variations.

Start a mixture with the most
obvious color choice on your pal-
ctte; yellow, red, blue, green or
white. If a color is very light, start
with white. You can also begin with
a previously mixed puddle to get
the next color.

Conduct a mental dialogue with
yourself to determine color mixing
choices, asking questions as you
work. Let’s say the color note on
your subject is closest to yellow, so
begin with that. What needs to be

added next? Perhaps a small por
tion of red, which makes the mix
ture vellow-orange. But it is still
too light and bright. Add a small
amount of blue, orange’s comple
ment—the color directly opposite
it on the color wheel. This makes
the puddle darker, slightly cooler
and less intense.

A color note on your subject

may be warm blue, not too intense,

and of medium value. Is it lighter

or darker than the mixture on your
palette? Add some white if the sub-

ject appears lighter. Does your
puddle of color need to be a little

more yellow, red or blue? In other

words, does the puddle need ¢, b,
warmer (towards yellow or red), o
cooler (towards blue)? If the s},
ject appears less violet than yoy,
puddle, you may want to add v,
let’s complement, yellow.

Once you feel confident that the
color note on your subject and the
color puddle on your palette Match
visually, put a small test patch i,
the appropriate area on the canyg
Hold a color isolator (see page 23
about six inches from your eyes,
and quickly compare the isolateg
spot of color to the isolated Spot op
the subject. Adjust your mixture 5
necessary.

Yellow

I

Yellow-Green

Mixing Color Charts

Mask off squares with tape on a canvas
board. Create various mixtures with
colors. Fill the squares with the variety
of mixtures. Use thick paint. Clean

your brush and palette after each mix-
ure. Reduce each mixture with white
five times, or spend an hour just mixing
out of a puddle on your palette. Move
the puddle from pure to gray, light to
dark, red to blue. See the delicate to
drastic changes you can make.

WHAT COLOR IS THAT?
Many students ask, “What col-
ors did you mix to get that?” |

Red-Orange

Red-Violet

Green-Blue

Blue

Blue-Violet

Violet

Primary Colors

usually don’t know, because The Color Wheel
there are hundreds of ways to

combine colors.
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The primary, secondary and tertiary colors make up this color wheel. They all
come from the three primary colors. E2~h secondary is mixed by combining
two primaries. The tertiaries also cod@®d i onginal three primary colors
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Mix and Match

These three examples started with a
color note to match. I then began my
mental dialogue, and made obvious
mixtures (left) for rough approxima-
tions of the desired colors. Were my ini-
tial mixtures too dark, or too light?
Were they too warm, or too cool?

Top: The color note to be matched

is a medium-value, medium-intensity
purple. My initial mixture of Alizarin
Crimson and Ultramarine Blue cre-
ated a dark purple. | added white to
lighten, which resulted in a too-intense
purple. I added yellow to dull the note,
but it was still too dark. I finally added
more white for a match.

Middle: The color note to be
matched is a dull green. My initial
mixture of Cadmium Yellow Pale and
Ultramarine Blue produced a too-
dark, too-intense green. I added white
to lighten, which resulted in the cor-
rect value, but it was still too intense. |
added Alizarin Crimson, the comple-
ment of green, to gray it, which made
the note too dark. I finally added
white again for a match.

Bottom: The color note to be
matched is a rich dark orange. My ini-
tial mixture of Cadmium Yellow Pale
and Alizarin Crimson created a rich
red-orange that was too warm. I added
Ultramarine Blue to cool and gray
down the note, but then it was too cool.
I added red to warm it up, but it was
still too dark. I finally added white for
a match.

COMPLEMENTARY PAIRS
Complementary pairs include
yellow and violet, red and
green, and blue and orange.
Adding just a small amount of
a complement will tone down
a too-intense color without
changing its value (lightness or
darkness) too much, but it will
change the value some.

MIX AND MATCH 0



What About Earth Colorss

Earth colors are pigments lik limited palette, vill soon s

Yellow Ochre, ’ Sienna. Burnt that can mix close to all the BROWNS

Umber and Raw Umber made fi h vith it. It i t to Browns can be beautif
minerals such as iron, manganes mix browns accurately with a lim notes, but many begi
copper, etc. [ do not use them, b ted palette. A brown is a warm, them too much. They can
cause they are too convenient; dark orange. When looking at a 1 painting to mud if used
many artists reach for them be brown, ask if it is more red, yellow, indiscriminately.

cause they appear to be close or towards blue; mix pigments

enough to the color desired. Once  accordingly

you mmlllllrl’/(‘ \l‘lll'\(‘“ with your

Mixing Earth Colors

The top color strips are the following earth colors directly from the tube: Yellow
Ochre, Burnt Sienna and Burnt Umber. You can achieve very similar colors with
the approximate proportions of the primaries indicated.
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Mixmng Sensitive Grays

If you can’t exactly name a color,  grays when mixing colors. They in
clude all the potential combina

it is often what is called a neutral
gray. Neutral grays include warm
grays, cool grays, browns, mauves
(not just battleship gray), etc.
Grays are perhaps the most impor
tant unifying colors the artist has,
because they bind together the
bright, intense color notes in a
painting, and are useful for adding yellow, red or blue? Practice and

tions of the three primaries (with
white) in varying proportions. One
way of mixing a neutral gray is to
start with a color and add an equal
amount of its complement.
Determine what kind of gray
you are looking at. Does it favor

variety and interest within major become adept at producing subtle
shapes. grays of the same value, with warm
There are infinite possibilities and cool variations.

for producing beautiful, subrle

Mixing Neutrals With Complementary Colors
The complement of one primary color is achieved by combining the two remaining

primary colors. Yellow is complemented by violet—a mixture of red and blue.

Red is complemented by green—a mixture of yellow and blue. Blue is comple-

mented by orange—a mixture of yellow and red. Combining a color and its comple-

ment will result in a neutral color, which may favor one complement depending

on the proportions of the mixture. Adding white will help you see more clearly

it a color is being favored. BRUSH MIXING
Mixing with your brush takes
less time than mixing with a
palette knife and switching

over to a brush.

[PDF|

MIXING SENSITIVE GRAYS
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Grays Complement Brights ) ‘
If everyone is shouting, no one is heard. If all your colors are bright and intense,
nothing stands out. This bright-red maple tree stands out against the concentra-
tion of grays that complement and support the whole scene.

FLAMING MAPLE, 16"x 20"
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KEEPING COLOR NOTES
FRESH

Clean your brushes after each
color note.



15 All Relative MAN WITH GOLD TOOTH, 18" x 14"

A woman at an exhibition once asked me, “Did vou use real gold for his tooth?”
Lcouldn’t Jet that go by. “Of course,” 1 sard. However, s just pamt. The
Painting was done with a palette ot only vellow, red, blue and white

LY DIECSLOA MIX NG 37




Warm and Cool Colors

The combination of warm and cool colors gives vitality and a feeling of light to
this harbor scene. The color notes in the water, from left to right, are darker
purple, then blue, then warm purple.

CATALINA SUNSHINE, 16" % 20"

VALUE OR COLOR
TEMPERATURE?

Many times we mistakenly
adjust value when percening:
color change in nature, thoug?
perhaps there is really only 2
slight temperature change.
Squint to see if a value contras
actually exists before mixing
and laying down your color
notes.



Know Your Palette
nou ur Palett FIRST COLOR NOTE

You must ask irself the same questions when painung night scenes as you do ]
when painting dav scenes. Everything looks black at first, but once your eyes The first color note you put
become acchimated to the darkness, vou will see that there is a darkest area, and down must be accurate, be-

: that other arcas appear more colorful. Ask vourself, “*What is the hghtest light?” cause all subsequent colors are

It is very important to know vour palette when doing nocturnes. Set your colors related to it.

out the same v very time.

YACHT CLUB—NIGHT SCENE, 16" x 20"
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CHAPTER THREE

THE LIGHT

rstanding of light and shade

clear unde
ate an illusion of real-

will help you cre

ity in your paintings; it
less obvious condi-

also holds your

paintings together. Subtle,
tions are more difficult to analyze, SO begin by
working with a single, strong light source £ bet-

with the principles of light-
ect that are more directly

are members

ter acquaint yourself

All parts of the subi
light source

c the shadotw family is

ddy lic by the main light

illuminated by the main

of the light family, whil
made up of areas not direc
Both can be influen
he bouncin
and shade at all

source. ced by indirect lights
such as reflected ligl g into shadows.

Separate the pattern of light
. It is better to push the extremes.
a white object too
ght and

light

cos
Many students paint
arly understand 1i
art of the shadow
ark

because they don’t cle
A white vase becomes a p;
cally immersed in shade; a d

ark, yet parts

shade.
family if it 1s tc
¢ may be very d

object’s local colol
of it may belong to the light family if it has light
shining directly on it. Light conditions can defy
what we think we know; a w hit
er color.note than a blac

¢ shirt in shadow
may be a shghtly darl k
e 1 ]

Lifen sunlightoDa not ler an) light values cross

ower ro.the shadow values.



Light and Shade

N,
Full Color

The light and shadow families are ren-
dered in full color notes, with the com-
ponents of each family simply stated.
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CLARIFYING THE FAMILIES—

A STUDY IN BLACK AND WHITE

Forget about color for the time being. If you squint your eyes way
down as you look at your subject, it is easier to see the light and
shadow pattern. There is a link between all the lights and a link
between all the shadows.

To reinforce this pattern, it is helpful to analyze your subject in
black and white. Use a thick, pointed black marker to indicate all
areas in the shadow family in solid black. Leave the white paper for
areas in the light family.

Do not confuse darks with shadows. Dark objects receive light
and shadow too. If a white object is in shade, fill it in solid black. If
a black object is in light, leave it white.

Do your study on paper. This separates the process of clarifying
light and shade from the process of seeing color. Approach your
canvas first and see the shadows of the color notes.

m =20 W




Shadow Family

Black and White Values
(olors have an inherent value, as represented in this black-and-white version of
the full-color reproduction shown here. If you determine the correct color note,

will automatically obrtain the correct value.

you

A study i black and white clearly separates the families, distinguishing t

obvious contrast.

THE LIGHT FAMILY AND
THE SHADOW FAMILY
The light family include
surfaces more directly

by the main ligh

nateg

It includes highlights. o

angled towards the ght

source, and halftones, planes

angled slightly away from the
light source. The shadow fam-
ily includes planes not dir
illuminated by the mam h
source. It includes planes
angled away from the light

source, areas \\'h('rt no 'Af.',h(
falls, and cast shadows where
the light is blocked by an object
casting a shadow on another
surface. Reflected light can be
bounced back into a shadow,
filling the shadow planes with
more light and color than if the
reflected light were not there.
Squint to see it disappear.



Simplifying Your Families

If there are many separate lights or  more scattered than in illustration
shadows describing a form, link B, which has been simplified. Con-
them somehow to create more sim-  necting and creating larger shapes
plified shapes, while still maintain-  makes for a more organized, flow-
ing vour overall light-and-shadow  ing pattern. The rivers of light and
pattern. For example, the snow shadow in illustration B make for
pattern in illustration A is slightly  a stronger, simpler painting.

MARKER ON
NEWSPAPER

Reinforce the concept of the
pattern of light and shadow by
doing exercises on newspaper
pictures or actual photos. Ana-
lyze the photos, then fill in the
shadow shapes in solid black.
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Consistent Yet Varied Patterns

This painting has a very obvious pattern of light and shade; yet each shape in both
the light family and the shadow family 1s filled with color and variation.

CALIFORNIA CANYON, 16" x 20"

SQUINT!

Get in the habit of softening

your focus and squinting:

Soften your focus to see color,

Squint to see contrast. But

don’t pain as dark as you see

when squinting. [PDF|

SIMPLIFYING YOUK FAM HIES
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Adding Variety to Your Families

Color changes occur within both
the light family and the shadow
family. You want to fill the shapes
in each family with glowing color.
While shadows have less light, they
are greatly influenced by the power
of reflected light to fill them with
glowing color. Such indirect light
adds variety and form to the
shadow family. Highlights and
halftones add interest and form to
the light family. You will destroy
the families if the value changes
within them are too abrupt. Look
for color temperature changes
(warm and cool) first, instead of

Look for the lightest light and
the darkest dark.

value changes. Destroying your
light-and-shadow pattern will cre-
ate a “muddy™ painting.

LIGHT REFLECTS AT ANGLES
If you understand how light reacts
when it hits an object, it will help
you determine the color note of a
specific plane. Direct light reflects
off the surface of an object at a
right angle, 90 degrees. The more
directly the light hits the surface,
the lighter it will be. As the angle
becomes more oblique, the plane
will be less and less influenced by
the light source, whether it is a
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main source or reflected hghe, |f
vou know the angle at which tw,
planes face each other, think aboy,
how the reflected light from an op
posite plane will hit the plane of
the object you are painting.

SHADOWS FIRST

Establish your shadow pattern
first, even though they will change
rapidly outdoors. Painting the
shadow shapes first is very impor-
tant to assure clean bright color
and a consistent pattern of light.

Reflected Light

A strong main light source establis
the light and shadow families. In t!
light family, many of the planes on
far left surface of this object are in
direct light, while the halftone plane
facing down towards the floor picks
up reflected yellow light as it turns
away from the main light source. In
the shadow family, planes facing the
red wall receive red reflected light.
Even the cast shadow on the yellow
floor is influenced by the red wall,
turning that shape orange. The shadow
planes facing the yellow floor directly
appear to be the most yellow, while
those influenced by both the yellow
floor and the red wall appear more or-
ange as they turn towards the wall. Yer
reflected light is not strong enough to
destroy the shadow and light familijes,
The influence of various light sources
on planes is more easily seen on white
objects, but it is necessary to see them
on colored objects as well.




You Can’t Cast a Shadow on a Shadow
[ vou cast an additional shadow across your forms, you will find that it casts only

on the light family, and fades into the shadow family.

LIGHT AND SHADE Q & A

Analyze your subject:

1. Where is the light source?
Knowing at what angle light
hits planes helps you
determine how they are
receiving light.

2. What color is the main light
source? This influences your
whole light family.

3. Where is the darkest dark in
the shadow family?

4. Where is the lightest shade

6.

in the shadow family? This
is usually darker than the
darkest color note in the
light family.

. Where is the darkest color

note in the light family? This
is usually lighter than the
lightest shade in the shadow
family.

Where is the lightest light in
the light family?

[PDF|
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» Plane Changes

I exaggerated the planes in this paint-

The Color of Light
I'm more the feeling of light in this painting than the
particulars of s ¢ beauuf lor notes on the leather, the dappled ing, so that the swans appear as if they
warm and coc the white horse—these are what appeal to me. | used are carved out of wood. There are defi-

Yellow Ochre, Alizarin Crimson. Ultram nite plane and color changes. Look at

irine Blue and white to obrain a tull
' the planes on the neck and back of the

spectrum of harmonious colors
swan in front. The planes that face the

TEN MINUTE BREAK, 14" x 18 sun receive more light. The cheek plane
facing down and the plane on the back

of the neck are lit with reflected ligha
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SIMPLIFYING
SHAPES FOR A
GOOD START

shapes. Do not paint things

and color notes in the r create realistic

images.




A Brilliant Beginning

Taos, New Mexico, gets a splash of
brilliant poppies every June. When
painting brilliant, intense colors, it 1s
best to lay them in first and go around
the shapes with the surrounding color.
You want to keep these brilliant colors

as clean and rich as possible. If you put
red on top of green, it will immedarely

gray the red and make it muddy. It is
easier to gray a color down than to
mabke it brighter.

DAYS OF SUMMER, 20" x 20"
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CHOOSE YOUR SHAPES
Nature may suggest shapes,
but you must select the best
shapes for your painting, Do
you want a small mass next to
a large shape? Or a delicate,
lacy shape next to a large,
heavy one?




Making a Strong Start

Reducing elements to the fewest
and most basic shapes is very
important in painting. Paint the
big, obvious shapes and relation-
ships; the little details will take care
of themselves. Many students say
they have trouble finishing a piece,
put most often the problem lies at
the start of their painting process.
Most people can’t finish because
their foundations have not been
properly laid. Practice striving to
get the right shape and color rela-
tionships established in the
beginning.

Start by painting large, flat color
masses with your brush instead of
drawing in the linear sense. This
helps build your paintings simply
and strongly from the start. Then
work down towards the details,
which are really just small shapes.
Do not worry about finishing a
piece, because it is how you start
that is important, both for the
painting and your growth as an
artist. Finishing details will then
progress easily and naturally.

gs are lessons for
t’s an ongoing
s, InCreasing

7ks.

LEARN TO SIMPLIFY

Since we often identify things by
their shapes, correct silhouettes
help make objects recognizable.
Pay attention to the outer contour
edges of the shapes. Are they soft-
edged shapes, or crisp hard edges?
Think of building your scene with
sheets of colored construction
paper. Imagine cutting out the
shapes very simply. Use as few
large shapes as possible to get your
canvas covered.

Thinking simply will build your
painting quickly. Look at your sub-
ject and ask what one color choice
best represents that mountain, tree
or sky. Imagine you are cutting the
shapes out of colored paper; this
helps you to think big. If you also
imagine you will be charged one
hundred dollars for every piece of
colored paper you use, you will be
very selective. If you only had two
colors or values of paper, such as
black and white, how could you
best represent the scene? See pages
70-71 for more examples of fin-
ished paintings re-created with big

shapes.

—
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Negative Shapes

Pay special attention to negative \ j ,
‘LI1SLs dre sensitive, rece, 0
shapes. Thisas the space around a AILISLE ATt ve, receplive,

subjectthatis unthized as part ot the more aware of their
design. Workimg with negative ey

: . L . surroundings, feelings and
shapes—actually pamung what's

behind an object—makes 1t casier impulses.

Lo create nteresting positve

shapes

Sensitive Spaces

The rhythm and gesture of these imores are captured because of atre
the negative spaces

SUNLIT HILLS AND SY

40" x 50"
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Negative Spaces

Notice the variety of spaces, lines

1"\1 masses within ar 4] ‘lVU\”'\] ;h‘

branches in these details. Look at the
r combinations created from

f small branches. The sky,

mountain and foliage colors cre
1e shapes of the branches as they

e painted around them

NEGATIVE SHAPES
Use negative shapes to create
the shape of a subject.

SUNLIT HILLS AND SYCAMORES,
DETAIL

NEGATIVE SHAPES §7



DEMONSTRATION

START WITH ONE

1. PHOTO REFERENCE

2. PAINT THE MAJOR SHAPE

SHAPE

YOUR FIRST COLOR NOTE

Take time mixing the first color note you put
down, because all of the others will have to relate
to it. It’s all relative, so get the first color as accy-

rate as possible.

3. PAINT THE SUNSET SHAPES

Mass in the general color and major shape of the tree,
applying the paint relatively thinly. Forger about the
small branches and small spaces. Paint a simple, ab-
stract shape. Be conscious of the remaining spaces of
the white canvas.
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Use the sunset shapes and colors to further describe
the tree, using thicker paint than the base shape. Pay
attention to the negative spaces: small, long, angular,
curved. Create variety. Be aware of the edges of the
shapes: very soft, more crisp. At this stage, apply the
paint and leave it alone, so as not to pick up the

underlayer.




4. VARY THE SPACES

A« vou apply your pamt at this
g, let some of the underpaint
g mix with it to soften edges and
yvary the values of spaces. Some sky
holes between the branches are
Jarker than the major mass of the
kv n general, the smaller the
Space, the darker the color.

strokes, and reshape

A SERIES OF
CORRECTIONS

Painting is a series of correc-
tions; when there are no more
to be done, you're finished.




General Steps for Constructing

a Pamting

1. PAINT THE LIGHTEST

LIGHT

What color is the hghtest light? A
white shirt drenched in warm
lamplight may be pink, orange or
shightly yellow—not pure white, as
vou might think. Never use pure
white, but white with a small
amount of color in it. Check with
vour color 1solator for accuracy.

2. PAINT THE DARKEST

DARK
What is the darkest dark? What
color 1s 1t? How dark i1s 1t?

3. PAINT THE EASIEST COLOR
Pick the easiest color to put down;
that is, the easiest color to get right

E =

without a lot of mixing. If an object
is the same color as Cadmium Yel-
low Pale straight from the tube,
that's easy. To check a rich, bright
color in nature, hold up a pure
color, such as a pure red, on the
brush. Compare how much lighter
or less brilliant that bright note
may actually be.

4. ESTABLISH THE SHADOW
PATTERN

After you've laid down your light-
est light, darkest dark and easiest
color note, establish all the shadow
shapes. It is easier to gain control
over light family colors by first
placing all the shadow shapes accu-
rately. What are the shadow
shapes? What color are they? Put
them in the right place, and this
step is done. Laying in the shadows
first guarantees clean color
throughout.

5. FILL IN THE LIGHTS

Keep all the color notes in the light
family lighter than the shadow
shapes. Lay them down flatly and
simply. Cover the whole canvas,
thinking about shapes. Step back
and recheck your color choices.
Don’t be in a hurry to produce a
finished painting.

100 STARTS

PUT IT ON AND LEAVE |y
ALONE

Mix up thick, opaque color
and put it down with simple
strokes. The amount of pain;
on the brush, and proper brush
pressure, is vital when apply-
ing your paint. Putting thick
paint down boldly forces you
to make definite decisions.
Believe your first impression; if
you look too long, your per-
ception may change. Be deci-

sive. A boldly appliec roke
looks right because reist
made a decision and < with
it. Putting down a st ind
then restating it once ‘ice
pushes the paint into -
derlayer, making the ¢
muddy. Put it down a ve
it alone. If the underpa an
too thick, scrape it off. an

lay paint over a thick arc. by
painting the next layer evcn
thicker.

Pledge to do one hundred starts—simple, flat shape studies with no
detail. They can be figure studies, still lifes or landscapes. Give your-
self thirty minutes to cover a canvas with properly related color

shapes; this will exercise your speed skills. Strive for more accurate
relationships with each one. The more starts you do, the better you?|]

become at them. Number ,\'ouma s te charr your progress.
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Bold, Flat Shapes
Think shapes, not flowers. This hillside of flowers is not much more than an
arrangement of flat, abstract shapes. There are no flowers rendered in detail,

even though we know what those shapes are because of the way their edges are
handled. The small bits of color off the major masses tell us what size all those

flowers are.

LAGUNA HILLSIDE, 30" x 36"

[PDF|

GENERAL STEPS FOR C.

PAINT SHAPES
Paint shapes of color, not
things.
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DEMONSTRATION

PRACTICING SIMPLICITY WITH
FIGURE STUDIES

Figure studies are good practice exercises for seeing
various color and value relationships between differ-
ent combiations of clothes, accessories, back-
grounds, hair and skin tones.

The Big Shapes 1. THE MODEL
Do not paint the features. Paint the big shapes. Do not think 2 A
separate objects. The ear, face and neck are all one inter- Tt ibesreon Inme yourmedelulies.n stniple cola:

locking shape. Establish an obvious light-and-shade pattern with a
strong light source, such as a spotlight. Don’t let over-
head lights or windows diffuse your shadow patterns
too much. This photograph is a good exposure of the
light family, but not the shadow family. Notice how
dark and colorless the shadows are. It doesn’t show
the colors the eye can usually see in shadows. How-
ever, it does indicate the overall shadow p

attern wel|,
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2. THE MODEL OUT OF FOCUS

Squint to sce the shadow pattern and the largest, most
important shapes. This out-of-focus photograph re-

duces the major shapes to their most obvious color
notes.

PRACTICING § CITY] [

3. BLACK-AND-WHITE SKETCH

Organize your pattern of light and shade with a black
and-white sketch, indicating all the shadow areas in
sohid black with a marker. This will separate your
light family from your shadow family, and show their
relationships, which you will retain in the color study.
If you make this sketch directly on your painting sur-
face, you can paint right on top of it. However, the
black marker will bleed through in time, so I don’t
recommend this for serious paintings.

PDF
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4. ESTABLISH EXTREMES 5. ESTABLISH MAJOR SHADOWS

Work on a white canvas, because it is easier to judge  Establish the major shadow shapes in living color
accurate relationships. Establish the lightest light, Do not look for details and small shapes too soon
darkest dark, and easiest color.

Start simple. PDF|
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The background color 1s just as important as the head or shirt, because
ithas a relationship with the subject. As vou begin painting the light
family, reshape vour shadow shapes negatively (as in the thin shapes on
the blue skirt).

PRACTICING SIMPLI

(R




7. K FINISHED START

I'he figure 15 Justan arrang

gement of shapes, colors,
rately placed. This IS

: u
light and shade ace
a good start.

OR
66 EILL YOUR O11 PAINTINGS WITH LIGHT AND COl




KEYING YOUR PAINTING
The lightest light and the dark-
est dark set the value range and
key of your painting. The key
of a painting is like the key of
a piece of music; you can play
a song in the key of C or the
key of E, but it is still the same
music, just higher or lower.
Painting is similar; you can
start your painting warmer,
cooler, lighter or darker. It’s up
to you. When painting in a
high key (light), you need to
establish your darkest dark
much lighter than it appears. Ir
a low-key (dark) painting, the
lightest light will be darker.
Your value range will probabl
be narrower in a high- or low
key painting, but the same
principles of relationships are
applied.

Black and White Values

Notice the values in this black-and-
white reproduction of a good start. If
the color is correct, the values will be

correct, because color has an inherent
value.

—— ey -

AL

The Color Notes

Sometimes the change from one color note to another is only slightly lighter,
darker, warmer or cooler. Notice that all the s%mdow colors are darker than ;
the light colors. Making correct color choices frmn the start ensures (be resr of
the painting will go smoothly. A wrong note will pop out, so change it right
away.

PDF|
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Look for a Variety of Shapes

Look for variety all over the canvas. Each of the five trees in this piece is different
warmer, cooler, redder, twisted, straight. Consider the variety of spaces between
the trees. Sometimes a shape will look different bur the weight of it will feel the

same. Imagine filling these shapes with sand. Do nort use the same amount of
sand for each shape.

FROM A DISTANCE, 26" » 29"

PDF
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Consider a temperature

change instead of a value
change.




Different-Sized Shapes

It is not necessary to render and explain everything with equal emphasis. The
depiction of a few ducks will carry the impression of the others that are not so

explicitly described. Notice the groupings of the duck shapes; two, three or six
together create different-sized shapes throughout the piece.

SUNDAY SWIM, 30" x 36"

Add details only if necessary.
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JUDGING COLORED
SHAPES

Each colored shape you put
down flatly and simply helps
you judge the next, and all the
color notes after it.

Work From the Big Shapes

If vou squint, the most obvious shapes
and contrasts will present themselves.
Each finished painting here has been
re-created with big, hard-edged shapes,
as if they had been cut out of construc-
tion paper. Try to visualize your sub-
jects in as few properly-related shapes
as possible. Use thick, bold, juicy
strokes to fill in these simple areas. It
is amazing how finished your paintings
can be with just a little attention to
variety within each shape, and to the
edges where the major shapes meet. In
fact, a simple, flat arrangement of
shapes can look quite finished and
painterly on its own. Students often
have a hard time seeing the validity of
these studies, because they look a fin-
ished paintings and see all the details.
But working from the big shapes to the
small is very important. When you
truly understand the value of []‘.1(‘ first

painting stages, you will be ready 1o
go further,

70 FILL ;
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simplify the Scene

gven though this painting has a light,
airy quality with lots of detail in the
shadows, I never lost sight of the
graphic silhouettes. The window is the
brightest shape; the objects and figure
inside are silhouetted against it.

SPOT OF TEA AND SUNSHINE, 11" x 14" ¥

The Big Silbouette

An overcast day will not prest

the big silhouette of the land 4
is from the sky: cool with warmer shadows,

KANTURK CROSSING, 12

SMALL SHAPES
Details are just small shapes.

-t an obvious pattern of ek and

wndihessky shade. Look for

I't
S as our firgg big shape. The light

GALLERY\O RO P ™
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The S-Sense of Painting

In the course of my paining ang
teaching, P've devised a set of gne.
word guidelines for good paining
IE's the S-Sense (and the essence) of
Painting;

STARTS
The basic foundations of starting a
painting are the basis for growth,

SIMPLE

“Keep it simple” applies o just
about every aspect of painting:
gear, subject matter, painting pro-

cess, colors, et

SHAP
Foct gs. Think

s soft

SUN

Since the Moving,
establish a single direction g
color for the sunlight in yor
painting. Keep sun-side (light fam
ily) shapes separate from sh,
(shadow family) shapes,

Sun is constantly

ade

SHADOW

Place shadow shapes before light
shapes for more control, looking at
the color of shadows carefully to
see how they reflect the sky o
nearby objects, and how they con-
trastin both temperature and value
with the light family.

SIX COLORS

Simplify your palette by using six
o fewer colors. This approach lets
you mix any color relationships
you want, and gives your paintings

color unity

CREATE REALISTIC

(MAGES

<'mu»o stiapes and color
N

notes—aceurately

proportivned nd placed

Create a realistic inag

INTING
THE S-SENSE OF PAIN






Putting It All Together

Up until now you have simplified
to a few general, explanatory color
notes. Now break down the big
shapes mnto smaller shapes, sug-
gesting detail and fimish, being
careful not to destroy your founda-
ton. Look for wonderful, subtle
color changes, reflected light, half-
tones, highlights and dark accents
that add vitality, variation and
unity to a picture.

There 1s a visual dialogue that
occurs between objects when col-
ors reflect into each other. Softer
edges tie areas together, while
sharper edges accentuate an area.

Visual Dialogue

Soften edges by carving smaller
planes, for gentler transitions.

Pay attention to vour brush-
work and experiment with a vari-
ety of paint consistencies: long
strokes, short strokes, thick paint,
thin paint. Try using a palette knife
to give variety to the surface.

CHALLENGE YOURSELF

As vou progress, set up still lifes
with objects that seem more diffi-
cult, for example, transparent re-
flective surfaces. Truly see their
colors and shapes—the puzzle
pieces that create reality.

Look for the dialogues between objects, background and tabletop to see their

subtle influences on cach other. The banana retlects into the apples, and the

apple in front casts a shadow on the banana. The background color retlects into
the top planes. Ask yourself which direction a plane faces to help determine its

color.

76 FILLYOUR OIL PAINTINGS WITH LIGHT AND COLOR

FRUIT EXERCISE

Take one piece of fruit, such 5
a pear, and do a series. Work
small; 67> 8" or 8" 10". Paine
the pear on yellow, red, blue
and green cloths. Set a task for
the day. Change the lighting:
top, side, backlighting, warm
light, cool light. Concentrate
on varying edges; push the
color notes; exaggerate the
planes. These can make a very
attractive arrangement when
! together.

framed and group:
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DEMONSTRATION

LARGE AND SMALL SHAPES

1. SUNFLOWER SETUP

A strong spotlight off to the right
illuminates silk flowers, an old
painting hung sideways, and dried
weeds. The still life is arranged on
a sculpture stand that can be raised
or lowered as desired.

2. THE MAP

Draw in shapes, using a color suggested by the overall arrangement that
will not overpower the final colors. This drawing is mainly a map that
. will be covered over later. Some subjects require very little preliminary
" TRUST YOUR INTUITION drawing, while others need a more careful layout to avoid trouble later.

all your practicing
ogether and your paint-
ities are on target, a
ften paints itself.
work intuitively,
flowing almost

‘When that

TINGS WITH LIGHT AND COLOR




3. CONSTRUCT THE BIG PICTURE

When laying in the initial shapes and colors, try to respond quickly and
intuitively, trusting your first impression. The color notes in the back-
ground painting have a richness and spontaneity that I barely need to

adjust for finish. The background color is basically a solid tone with
variation added from the start. m

ELIMINATE THE
UNNECESSARY

Squinting eliminates the
unnecessary.

L AR G

AN R SMBUL SN AR ES



4. BREAK DOWN THE LARGER SHAPES

After the initial block-in, step back. Compare your subject with your
canvas. What is the most obvious area in need of correction? How is
your painting different from the subject? How can you break down the
initial shapes further? Perhaps a shape’s color goes gradually from
warmer to cooler, or from lighter to darker. Move around the canvas
without lingering too long on one shape. Make subtle adjustments to the
original block-in, refining the shapes without destroying the general con-
trast and harmonies already established. Establish visual dialogues, such
as in the background here. The lower-right sunflower reflects yellow
light into the background, while the vase reflects a purple glow.

EMPHASIZE YOUR
SUBJECT

We imagine everythimg s i
cus because we constantly gy,
our eyes. In reahity, when we
focus on a subject or arca, we
sce the rest with our periphery)
vision. So not everything needs
to have equal emphasis in your
painting, but you should em
phasize your subject.
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5. SUGGEST DETAIL SUNFLOWERS, 36" x 30"

Continue to break the shapes down into suggestions of detail, periodi-
ally stepping back, or viewing the piece in a mirror. Don’t overwork
[htpaiming. When there are no more adjustments or corrections needed,
You are done.

[PDF |
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Delicate Color Change

The range of colors is very narrow here, but the questions are the same. Where is
the lightest light? Darkest dark? In this case, the darkest dark is far from black.
There are many slight color temperature changes with similar values. Set up a
challenge for yourself. How about all yellow objects, or all black? Look for the
variety of color changes within that general color scheme.

GARDEN PEARLS, 20" # 24"

KEEP ON LEARNING

All paintings are lessons for the
next. It’s an ongoing learning
process, increasing skills for
future works. m
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A Clear lusion MOUNTAIN HOLLYHOCKS, 14"x 11"

Correct shapes and colors in the right places make glass and water almost magi-
clly. Take a look at the shapes and colors that create the illusion of clear glass
and water in this piece. They are made up of puzzle piece of color. So get a glass

- ‘h’,nlﬂwﬂi‘n it and get to work. m
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Soft and Hard Edges

Edges can help direct the eye, or holg its a
the Venetian glass in this painting just me|
harder right edge describes the forp,. Our minds fij] ; h .

what we sec s with our periphera| vision, we acry ”"1 t c‘res(. Sm'ce much of
our subject more than we accurately see thony ally sense the things around

SOMETHING BLUE, 20" x 20"

ttention on something. The left side of
15 into the background, while the

. p
Ko, 4‘/1:.41/; TPy e—

DIALOGUE OF OPPOSITES
Painting is a dialogue of
opposites:

Unity/Variety
Warm/Cool

Thick/Thin

Light/Dark
Intense/Neutral
Round/Straight
Smooth/Rough
Large/Small

m Sefi/Hard

86  FILL
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Light, Shadow and Technique

Warm light, cool shadows. Cool light, warm shadows. Most of my work outdoors
deals with warm sunlight and cool shadows from the blue sky. Arusts build

their studios with north light windows, so they can have consistently cool light.
This is a wonderful situation. 1 used a palette knife to apply the paint, a method
that can sometimes become too monotonous. However, it is a great way to put
down color spots and not rely on brushwork to carry the statement.

POMEGRANATES, 14" x 10"

PDF|
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CHAPTER g,

PLEIN Alp

P G:
OUTDOOR
OBSERVATIONS

andscape Painting is a timeess expres-
sion of human experience; man has
contemplated the earth, sky and trees
throughout history. The challenge of painting
wutdoors, en plein air, allows close observation
i nature’s light and colors, yet requires speed
11d memory to capture fleeting conditions.
wure displays endless moods; each day, hour

minute presents something new.




Approaching a Painting

Begin by finding a vantage point.
Walk around the site with vour
viewfinder, examining various
scenes until one “sparks™ vou,
Sometimes you must search for a
spot; sometimes a scene finds you.
Trust your tirst impressions. Note
what it 1s that attracts you—tex-
tures, color combinations, interest-
ing shapes, exciting weather ef-
fects, striking contrast—and keep
that in mind.

SETTING UP OUTDOORS
When you have found a scene that
inspires you, position your easel
and canvas as well as your palette
in the shade, so that you can mix
and compare colors in the same
light. You may want to use an um-
brella. If you set up under a tree,
be aware of dappled light striking
your setup, because it can become
very confusing when comparing
k(]l()f&.

If you position your canvas in
full sun, the bright light bouncing
off of it will tire your eyes quickly,
and any color note you put on will
appear much lighter than it actu-
ally is; when you bring your paint-
ing inside it will be keyed down too
dark. I don’t reccommend painting
while wearing sunglasses. How-
ever, if you have no choice but to
work with full sun on your canvas,
try neutral gray sunglasses. They
help compensate for the bright-
ness, and reduce eye strain.

When you work on stretched
canvas, the sun will sometimes
shine through the back, creating a
distracting shadow. In that case,
cut a piece of cardboard about the

same size and slide it behind your
canvas.

90 FILL YOUR OIL PAINTINGS WITH LIG

Outdoor Setup
My outdoor station includes my easel,
a large folding palette, an umbrella

and a cloth bucket filled with essentials.

PLEIN AIRQ & A

What do you want to convey?
What is your focus, or center
of interest?

How long will conditions re-
main consistent?

What is the lightest light?

What is the darkest dark?

What is the easiest color?

What is the most intense color?

Where are the shadows?

How intense is the light
source?

m 7hat coio: ¢ the light source?

N

’here is the sharpest edge?




IDEA

You may be attracted to the beauty
of sunlight, the grandeur of the
mountains, the color of atmo-
sphere or the tranquility of a scene,
while another artist may want to
feature the decorative patterns of
wrees. 1ts all individual. Consider
your point of view, your reason for
.\\'amingto paint a particular scene.

ANALYSIS
Prepare yourself before you ap-
proach the canvas. Read the scene,
analyzing the situation in terms of
the concepts learned in previous
chapters. Ask yourself as many
questions as you can before putting
down any paint. What are the ma-
jor shapes? Is there a strong light-
and-shade pattern? What planes
face the sky, reflect its color and
receive direct light? Figure out how
you can break the composition
down into big, simple shapes of flat
color to construct your painting
simply and strongly from the start.
Do a few black-and-white sketches
on paper in order to determine the
arrangement of the composition,

and to establish the light-and-
shade pattern.

MEMORY
While you are painting, include
ailcmcms and color notes that re-
flect your original idea, and edit
outareas that are contrary to it. A
scene may take only a second to in-
spire you, but it takes more time to
reproduce it. Nature’s action
comes and goes. If it chooses to
move or change, you must remem-
ber the original idea, colors and
light that interested you. It is not
always easy to hold on to that mo-
ment, but that is your task.

So memory takes on a very im-
portant role in plein air painting.
Every stroke you put down is really
done from memory. You look at
your subject, remember what you
saw while mixing, and apply your
color note. The more you paint
outside, the more your memory

skills will develop.

STAND BACK
Sl‘\nd a good distance away
from the canvas as you work,
with your arm stretched our.
This way, you can see your
painting and the scene simulta
neously. Sitting down while
painting may be comfortable,
but it hinders you because you
tend not to get up much onc
seated. You need to step back
often to compare your can

to the scene.

ANTICIPATION

Also try to anticipate what
happen. For example, will ¢
come too soon and change t
light? If so, don’t chase the lig
or any other fleeting condition

That is, when painting a scene tha
changes rapidly, you must know
when to stop portraying what’s in
front of you and continue to realize
your idea, sticking with the effects
of nature you want to portray. If
you cannot retain the information
that originally inspired you, stop
and set up at the same time tomor-
row, or when conditions are simi-
lar. You want to remain faithful to
your original idea.

A PPROACHING A RAINTING 91



DEMONSTRATION

LIGHT AND SHADE

1. VISUALIZE THE SILHOUETTE

[he biggest contrast in the landscape is between the
sky and the land. The sun and sky are usually lighte
than all natural elements on carth because the source
of hght is the sun and the sky. If the day is sunny, the
light is warm. If it is overcast, the Light is cool.

2. LIGHT AND SHADE

The shadow family and the light fa re the second
most obvious contrast. On your sk 1d, block in
all shadow areas with black marke ughout the

1
painting process, the shadow fami d remain
darker than the light family. Don’t this

relationship.
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3. COLORFUL SHADOWS FIRST

Once you establish your value range with lightest light
and darkest dark, it is best to establish the shadow

ORGANIZATION

Applying color notes in a hap-
hazard way, though they may
be correct, makes it much
harder to judge relationships.
Compare this example to steps
3 and 4, which are organized
and under control.

LIGHT AN [



4. FILLING IN THE LIGHTS

Cover the canvas with clean color notes, making sure the painting main-
tains the silhouctte established in step 1, and the light-and-shade patterns
established in step 2. If it doesn’t, make corrections so that it does.

HINT

Leaving the sky for last keeps
you from painting it too dark,
which would make you paint
the land even darker. Key the
sky to the land if the land is the
main subject. However, when
painting a sunset or featuring
cloud patterns, do the sky first
and key the land to the sky.
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5. THE FINISH

X PP

Once the overall color pattern is established correctly, look for subtle

changes and variations within shapes. Divide the larger masses into

smaller ones, if necessary, without destroying the basic shapes. Then step
w

back, turn away, walk away, rest your eyes, take a deep breath or wash
brushes. When you are refreshed, come back to the painting with a re-
newed sensibility, and add finishing touches.

PALM DESERT, 16" x 20"

The more you learn, the more
you know. The more you

know, the more you know you

need to learn more.

LIGHTAND SHADLE
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PICK A THEME

A subject that you
vations for panting
door has lent itself to numerous compositions. Find a setting in your
own neighborhood and look for different ways to deseribe i,
Seasonal changes and various light effects, along with your moods
add up to endless possibilities. Painting everyday surroundings chal
lenges you to look closely, know your subject, respect it and find its
Be inspired by new sensations, and try not to think about
a subject before. Always look for new ways to

intimate with can provide endless ofwer
ot example, a small pond not far from my

subtleties.
how you painted
express yourself.

Fluid Shapes
Water is no more difficult to paint than
anything else, because reflections fol-
al principles. Dark objects
while

low ge
reflect slightly lighter in water,
cts reflect slightly darker. Just
paine the color notes you sec; the wa-
ter will create itself and read correctly:
~ges of shapes let you know

il moving,

light obje

se of water i
, ete

JRY, 20" % 24"
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DEMONSTRATION

EN PLEIN AIR

1. A FREER START 2. COVER THE CANVAS

As vou progress and become more accurate, you may  Cover the canvas as quickly as possible, without wor-
want to be freer with your lay-in. However loosely rying about finishing any one area. Be concerned with
vou choose to paint, maintain the shapes of the the big color notes.

shadows.

Work all over the canvas at the

same time.

3. CARVE ouT THE DRAWING

With your major shapes blocked in, carve out the branches and add
variation to all the shapes. If the light changes, stick to your original
plan.
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4. FINISHING TOUCHES

Stepping back helps you visualize your painting more objectively. When
I realized the evergreens were mimicking each other, I made one smaller

and more rounded. A hint of snow in the background hills helps add
movement and space by repeating the foreground snow color.

Did you convey your idea,

concept, mood?

ICY POND, 24" x 30"

ENRLELN

SIS
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Gallery of Plein Ajr

Impressionistic Strokes

Many times, the subject tells you how to paint it. Certain subjects lend themselves
to be painted in certain ways. Some days I paint boldly, other days delicately.

I believe it should be this way, because it keeps your process from becoming a
formula.

PONT AVEN, 12" x 16"

100  FILL YOUR OIL PAINTINGS WITH LIGHT AND COl OR

Get excited about your
subject. Paint with

enthusiasm.
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My Idea

: . : 1y’s work.
Upon awakening and looking out my living room window, I immediately saw this Set a task fO?’ i d‘?}f
scene of fresh, gentle snowfall, and 1 knew I had to paint it. The subject chose —_—
me. The blue jays were waiting for their morning seed. 1 painted them for second-

ary points of interest, keeping the viewer involved in the painting longer. The
gestural quality of the tree limbs laden with snow attracted me. They looked like

a dancer with arms outstretched. It was important to compare the white snow
on the branches to the snow color on the ground.

BLUE JAYS, 20" x 20"

[PDF|
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The Spark

This lone tree spoke to me. I was intrigued by the rhythm created by its struggle
with the desert elements, and by the warm glow of the desert light. People often
clue me in on a beautiful scene that I must paint, but it is not the scene as much
as the colors, values and shapes that combine for an emotional response from
the artist.

SCOTTSDALE SUNSET, 16" x 20"
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NATURE AND YOU
Artists’ moods vary as much as
those of nature, so your own
feelings about subjects come
into play. Choose subjects that
attract and inspire you. Try to
express qualities of nature that
touch you personally, trusting
your intuition more than for-
mulas and preconceptions. Be
sensitive to your surroundings.
Let yourself be like a child: cu-
rious, full of wonder and imag-
ination. Your painting is part
you and part the scene.




Atmospheric Perspective

In the foreground, textures and warm colors advance. The illusion of depth is Texture comes /(’r“\”d~
enhanced by overlapping elements, less value contrast, and colors neutralizing

into atmospheric blue-grays as they go deeper into space. Think of the atmosphere

as sheer curtains. Because the air is dense with moisture particles that reflect

light, as things recede into the distance, there are more veils of atmosphere to look
through. The more layers there are, the less we can see. If you paint what you

see, comparing shapes to each other, you will automaucally get the feeling of
atmospheric perspective.

EMERALD PASTURES, 16" x 20"

QNUUBR Y OF &1 vy

N WIR
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CHAPTER SEVEN

BEAUTIFUL

ochade (pronounced poe-shod) is the
French word for rough sketch. It is a
painting done very quickly, with few
strokes. Taking nature this way, a small bi at a
time, is convenient and produces fresh, beautiful
results. For many years 1 have pursued most of

my outdoor oil paintings in miniature, usually on
6" 8" panels.



Get Small

Pamnting small 1s not new; mam
great pamnters have taken to the
ficld with this approach to gamn
information for their studio works.
One of the first artists to seriously
do this, painting hundreds of small
oils, was John Constable (English,
1776-1837), whose small sketches
are greatly admired. Joseph

Mallord William Turner (English,

1775-1851) also painted small

sketches outside for the direct stim-

ulus of the scenes. Turner painted
many outdoor pochades around

1810, using these sketches and his

uncanny memory to produce larger
works. Doing large paintings on lo-
cation presents finishing problems.
In the early years, even the famous
Impressionist painter Claude
Monet (French, 1840-1926) had a
difficult ime finishing large oils
outside He would go out many
times to work on one scene, which
made it difficult to finish a large
painting. So if we work small, we
can finish easily.

These artists paved the way for
many others to paint outdoors
using compact pochade boxes that
combine easel, palette and supply
storage in one portable unit. They
come in a variety of styles and
sizes. A pochade box can be
attached to a tripod for conve-
nience, and smaller ones may have
a thumb hole in the bottom for
holding by hand.

TIME FLIES
Working small has many advan-
tages, the first of which is speed.
Since time is a crucial factor for
many scenes, doing small, alla
prima paintings (paintings finished
in one session) is sometimes the
only way to capture very fleeting
moments such as storms, sunrises

or boats on the sail. It is often es-
sential for capturing the fleeting ef-
fects of light. The most dramatic
lighting often occurs in the early
morning and late afternoon, when
the sun rapidly changes colors and
shadows. Being able to paint
quickly at such times is a must.
Since time is often a major factor
in the lives of many students who
have regular jobs and family re-
sponsibilities, painting small can
be an important way of accelerat-
ing artistic growth. It enables you
to complete more paintings in a

shorter time, yet you can learnm
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much from doing small paint
as from larger ones. When you
up to a small canvas to try so
thing new every day, rather th
working and reworking a large
painting for weeks, you see prog
ress. You learn to master tech-
niques, such as brushwork and
texture, which boosts your confi-
dence. Painting on a small scale
also forces you to ignore inconse-
quential details and look for larger
shapes, broader color relationships
and overall composition. It gives
you the ability to look at a scene as
wiiole.




portable equipment lets you set up
and be ready to paint in minutes.
Working with a pochade box,
you'll learn to paint small, fast and
light. It will make you a better
painter, continually pulling you
closer to capturing the fleeting light
and color of the landscape.

Start by picking an outdoor sub-
ject that is easy to capture or one
thatis small in scope, such as a tree,
puddles or the side of a house dap-
pled with light. Pick something
that makes you think “I can do
that” You may want to do studies
of that subject under a variety of
circumstances. If you can, strategi-
cally situate your pochade box so
that you’re not facing the sun, or
subjected to the glare of wet paint.

Unless your subject is very
complex, forego a detailed sketch
on the panel. Merely indicate the
important placement of shapes

enough to maintain accuracy. 1

find it easier to focus on the general

relationships of the shapes in a

composition when I'm working on

small panels, perhaps because it’s

easier to take in the entire painting

in one look.

Use the largest brush you can,
even though maneuvering the
brush on a small surface can be

tricky. You want to see and paint
the larger patterns of light, shadow

you can and

 The Pamnting Process

and color. You want to capture the
essence of the scene, not the small
details. A larger brush can suggest
details without overworking the
image. Besides, a small brush ne-
gates the advantages of working on
a small panel.

Paint rapidly, but thoughtfully.
Consider the purpose of every
stroke. Keep in mind what you
want to convey with the painting,
and concentrate on making brush
marks that move you closer to that
goal. Push yourself to cover the en-
tire panel without getting bogged
down in details.

Frequently step back and view
the painting from a distance, so
you can see it as a whole. Don’t do
a lot of blending; it’s an invitation
to fussiness.

NO SMALL EFFORT

Despite the small size of pochade
paintings, there’s no reduction in
the mental energy expended to
produce them. I paint rapidly,
working intuitively and respond-

ing emotionally. A lot of effort can

be devoted to a small format, but
the dialogue that occurs between
the landscape and the artist is ex-
hilarating. A 6" X 8" painting can
have an uncanny monumentality,
or a gem-like quality.

[PDF|

Studio in a Bag
Everything, except my uml

tripod, fits neatly in th

brushes, paint, turpenti

bags and 24-panel drying

drying box was made to |

room for the pochade. A sk

fits into the locker bag pockers

is convenient for car or air trave
made weeks of cold, damp, dark «
days painting in Ireland possible fo
me. In and out of small cars, stays in
bed-and-breakfasts, and on site in
frosty weather, my studio-in-a-bag was
always handy, wet paintings tucked
safely away.
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DEMONSTRATION

ESTABLISHING AND
REFINING SHAPES

1. ESTABLISH THE BIG SHAPES

Begin with a quick sketch, and map out the important shapes with a
large brush. Find the lightest lights. Using bold strokes, place your first
color notes, here the warm whites of the boats, flatly and simply. Com-
pare the slight color temperature changes of each other light shape. Next
indicate the darkest dark, concerning yourself with the accuracy of the
color note rather than carefully filling in the drawing. The drawing is
just a map. You will quickly lose it, because you are constantly going
over it, drawing proportionally placed shapes with your brush.

Make quick, direct decisions.
Time is short. PDF|

108  FILL YOUR OIL PAINTINGS \X/”H | ”|” ||




2. PAINT THOSE SHAPES

the next one.

OBSERVE CHANGES

Each subject more or less

directs its own painting pro-

cess. Boats will often move the
whole time you’re painting
them, and water changes pat-
terns, so always be observant.
As your work progresses, pick
the patterns that best help the
painting. Work on one boat
while it’s at the angle you

want, then go to another as it
changes.

Cover the entire panel with an arrangement of flat shapes, painting the
colors and values as accurately as possible. Each color helps you judge

PDF
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REFINING SHADES
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3. REFINE AND MODIFY

Once you have the entire panel covered, step back and evaluate your
color choices. Examine each shape, asking vourself if anything needs to
be lighter, darker, warmer or cooler. Then make the adjustments. Modify
larger shapes, such as the background trees, with smaller touches of
color. Look for nuances and variations. Adjust values, soften or sharpen
edges, and clarify any confusing areas. Break down the original shapes
by painting more simple shapes within them, being careful not to destroy
their general colors and values. Add as much variation as you please,
but think it out. Less can often say more.

110 FILL YOUR OIL PAINTINGS WITH LIGHT AND COLOR

HOUR-A-DAY
CHALLENGE

Spend an hour a day for three
months painting one 6" x 8"
painting every day. That’s
nearly one hundred paintings!
Paint from life or memory, and
don’t worry about finishing.
Number the backs of your can-
vases to mark your progress. |
guarantee you will improve,
and your paintings will natu-
rally look more finished with-
out your having to consciously
think about it.




W o

4. JUST ENOUGH DETAIL

Carefully thinking about every stroke and using the largest brush possi-
ble, add only those details (smaller shapes of color suggesting what you
see) needed to define the subject, such as the gear on the boats. Continue
to refine the painting, going from shape to shape, working big to small.
Just as you divided the panel into a dozen or so shapes, you can divide
all those into however many you choose. Concern yourself with soft and

hard edges. Very little detail is necessary. If the shapes, color and values
are right, the correct impression is already there.

If it is correct, leave it alone.

PDF
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MAINE SPARKLE, 6" x 8"

ANDIREEINING SHAPEYS
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DEMONSTRATION

ARRANGING ELEMENTS

1. ARRANGE THE ELEMENTS 2. COLORFUL SHADOWS

Quickly map out the important elements of the com-  This composition already has a fecl;
position. Being in control from the start makes the only the color notes of the shadow:«

with

painting process easy.

3. FILL IN LIGHTS

The overall light-and-shade
pattern is established.

112 FILL YOUR OIL PAINTINGS WITH LIGHT AND COLOR [PDF|



4. ADD VARIETY SANTA FE ALLEY, 6"x 8"

Complete the painting with subtle
warm and cool variations, as well
as attenuion to the edges of shapes.

NO MUDDY COLORS
Wipe your brush with a tissue
after every stroke, and scrape
your palette frequently with a
palette knife.

ABRRA

NGIN G=ELEAENTN)
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Trust What You See

Mom always said, “Don’t look directly
into the sun It’s not advisable, but so
intriguing. This Maine sunrise moved
so quickly, I had to race to capture it
and the colors reflecting on the gently
moving water. | painted the center of
the brilliant sun Winsor Green and
white—something I never would have
imagined in the studio. I saw it and trus-
ted my eyes. When completed it gave
a feeling of intense brilliance.

WIPE THE SAND FROM MY EYES, 6"x8"

Don’t discount it b it

came easily.

————————

Nature’s Subtleties

Every sunset or sunrise takes on amaz-
ingly different harmonies. Photo-
graphs taken of this scene do not reveal
any of the subtle color temperature
and value changes I captured from life,
especially in the sky. Painting from life
brings out unexpected combinations
and challenges; that’s what keeps me
coming back.

ALBONEGAN MORN, 6" x 8"
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Spccd Skills
My speed skills from endless plein air

paintings are so important for situa-

tions such as the one when 1 did this

piece. The wind was blowing fiercely

at Dana Point, California, and the last

hour of sunshine was in front of me.

As | sat below a cliff, bracing my wind-

blown easel, a pregnant mother with

her young child passed by ever so

quickly. I jotted their gestures down ! \m
within seconds, and left them alone.

Sometimes you win and sometimes

vou lose. I think 1 caught this one.

SOLITUDE, 6" x 8"

Simple Color Spots

In this piece, | tried to very loosely capture the early morning light of the Irish
outdoor market. However, the lack of detail does not diminish my memory of
colors, light and chilly air that day. The faces are just simple color notes, no details,
but they are still believable. Perhaps more detail would have taken away from

the whole.

DUBLIN FLOWER MARKET, 6" x 8"

PDF|

GALLERY
f

FEN(]



A Big Quality

With simplification and org:
have a big

anization.

2 small canvas can k
composition.

- DI IERTO VALLA
LA PLAZA, PUERTO VALLA

\

o
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Oil and Water Don’t Mix
Oil paint can be a benefit in inclement weather.
it started to drizzle. At times the rain turned into quite a heavy downpour.

As soon as | set up for this piece

Passersby thought I was quite foolish painting in the rain, but oil and water don’t

mix, so I was able to do it!

SUMMER COAT, 6" x 8" m

-
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Gray Day Beauty

Gray days create patterns of dark, mid-
dle and light value shapes that are not
as obvious as those found on more

sunny davs.

BRIDGE TO GLEN ISLAND, 6" x 8

Fleeting Light and Color

Painting small brings you closer to cap-
turing nature’s special moments. Fad-
ing light and fast ats such

as these are <
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CHAPTER EIGHT

STUDIO
PAINTING:
EXPANDING
YOUR
HORIZONS

successful plein air excursion may yield
many great pochade studies that you
would like to make into large studio
versions, but a single brushstroke on a small
panel may need ten strokes to portray it ade-
quately on a large canvas. Here's where written
notes, photographs and memories come in handy

to create more organized statements.



Notes, Photos, Memories, Pochades

Reinforce memories by writing
down your mood, sounds, smells,
actvity, temperature and colors
when you are working in the field.
Though photographs are no substi-
tution for painting from hife be-
cause they don’t always show color
accurately, they are great for pro-
viding necessary information for
bigger pieces, such as details or
poses. Learn to read your photos.
A photo will expose for an average,
not the darkest or lightest. The
shadows will be too dense and
dark or the lights will burn out.
Skies look too blue, too dark or
totally washed out. Bracketing on
the high and low ends will help you
read the shadows and subtle lights.
It is better to have an overexposed
shot, so you can see into the
shadows.

Inside working from photos,
even after a thousand plein air at-
tempts, I find myself being too dic-
tated by my slides. When working
from photos it is a good idea to do
a two-inch color study (a ten min-
ute investment). You may soon get

References
A pochade and daytime reference photo help create a night
scene in the following demonstration.

120

anidea where vou need more infor-
mation. It’s best to have studies
and photo reference when you en-
ter the studio. The more I paint the
less 1 use my photos and just rely
on studies and memory.

It also helps to do studio paint-
ings soon after plein air experi-
ences, when the sense of place is
fresh and familiar. Use the pochade
for color notes and harmonies,
taking more time indoors to com-
pose, draw and design your canvas.
Color harmonies and value rela-
tionships sometimes get off course
when working with an outdoor
study as reference, so use the same
palette of colors. Tape thin plastic
kitchen wrap or acetate around
your pochade painting so that you
can mix color notes and lay them
right on the sketch to match colors.
Establish these notes and relation-
ships on your large canvas.

Create a more ordered state-
ment retaining the freshness of the
pochade, but don’t be afraid to let
your studio painting take a new di-
rection. Just as nature is a depar-

ture point for you to interpret in
paint, so should the sketch be for
the larger version. Don’t try to
copy stroke for stroke. You will re-
main more excited during the
painting process if you take the
sketch and let it tell you which di-
rection to go. Once you have the
ability to judge color relationships
accurately, develop your own

technique.

Scrapbook

Cut up magazines and ok of
images you can brow vhen
you need a break. 1 i 1seful,
and tend to look at t! nore
often than I would it n the

magazines.

NIGHTTIME ALASKA, 6" x 8"

PDF|
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DEMONSTRATION

AN IMPRESSIONISTIC NOCTURNE

1. UNDERPAINTING

Start with a warm brown wash over the whole canvas, which will vibrate
through subsequent layers for a glowing, atmospheric sky. Then mass in
the dark areas with warm purple. The paint is thin at this point.

IT'S YOUR CHOICE

Once you have the ability to
judge color relationships accu-
rately, attack your painting
any way you choose. This will
help you develop your own

technique. m
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2. AN IMPRESSIONISTIC TOUCH

Even though this is a very large painting, using smaller brushes and
strokes will give you an impressionistic touch. Impressionism is a practice
of depicting natural appearances by means of dabs or strokes of colors
in order to simulate the effects of light. Many kinds of light are bouncing
around in this scene: some green, some orange. Some orange lamps are
actually out of the picture frame. Knowing which direction the light
source is coming from allows you to hit all the planes that face it with
the influence of thar light’s color.
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3. THE MYSTERY OF NIGHT

Cover the canvas with masses of shapes, keeping them soft—nort too

hard-edged—to give the less descriptive effect of what you might see at
night.

Challenge yourself to do
unfamiliar or difficult

subjects. This will help you i

grow.

Ve
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4. STEP BACK

/ - . So that you don’t overwork, step
way back to geta more distant

view of the pamung, turn the paint
ing upside down, or view it in a
mirror. Gettng a different perspec
tive helps you judge how far to go,
because it lets you see your paint
ing with a fresh eye. Make correc

tons if necessary

AN IMPRESSIONISTIC

S LIGHTAND COTOT



DEMONSTRATION

PUTTING IT ALL TOGETHER

1. A NEW START

Start by laying in abstract shapes of trees in a red wash. The sky will be
quite warm. A wash of green undertone helps harmonize and tie together
the foreground and background areas.
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2.

BLOCK IN THE BIG SHAPES

Mass in the trees a little beyond their intended final shapes with thin
paint (the foliage is Winsor Green and Ultramarine Blue), letting some
of the underpainting come through. Working thinner may give you more
control and room for change, and this way you can carve into the trees
with negative shapes. If you are too accurate now, it will hinder you
later. The ground mass is a warmer green. Depict some leaf shapes on
the edges of the silhouettes, giving the feeling of bushes and grasses. The
sail is my lightest light; a mixture of white, Cadmium Yellow Pale and
Alizarin Crimson thickly applied. On the light background it doesn’t
appear very bright.

PDF
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3. WORK ALL OVER THE CANVAS

Darken the water, surrounding the sail with a cool blue. This makes the
sail appear lighter and warmer. Drag the brush to allow some of the red
underpainting to remain, so that the water sparkles as if the wind were
gently blowing across it. Many of the changes happening in the light
family are just temperature changes; be aware that when you see a color
change, vou don’t necessarily change the value. Compare greens to
greens, reds to reds, blues to blues. For example, the bright green in the
middle ground helps determine the correct color of the distant
evergreens.
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4. MAKE FINAL ADJUSTMENTS

SAILING THROUGH THE TREES,
Keep the sail quite soft, with one sharp edge. The sky is a large, flat area, 38 RAR
so it needs color variety to give it sparkle and keep it alive. The tree
trunks also need variation, form and texture. They get cooler as they
reach for the sky, and their edges are painted to be more compatible with
the background. Rerain some of the dragged textures along the edges of

the foliage to make the transition to the sky easier and softer. Check the
painting from a distance, and make final adjustments.

PDF|
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Gallery of Studio Painting

clo and intensified the colors.

By removing the landmark. 1 gave this
piece a morc universal appeal

FALL BULLION, 20" x 24"
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Retaining Ireshne:
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snow on the moun
move from foregre
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LONG MORNING SHADOWS, 40
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FULL MOON RISING, 6" x 8"

Be responsible for Your
8rowth. Work har
will come.

\
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d. Rewards

FlLL YOUR
OIL PAINTINGS YITH LIGHT AND coLog

Memory and Anticipation

On March 7, 1993, when I witnessed
the full moon rising at its closest point
to the earth in over a century I wanted
to paint it. Rushing back to my studio,
Ijotted down the color combinations
on a 6" X 8" panel. Pleased with my
memory study, I began a larger compo-
sition, laying in the major masses of
color. Knowing that the scene would
change quickly, I went out again the
next day. This time I was prepared to
capture that moon and its warm Ilfghtve
on a larger format. The scene itsel g:
me all the information I needed for the
piece you see on the facing page-
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Conclusion:
New Beginnings

Color is but one aspect of picture making. You must not only learn to

see color accurately and mix it properlys you must also understand light
71 and shade, and how 1o simplify shapes, composition, drawing, etc

4 Use the general guidelines st forth in this book to analyze your paint
ings. They are here to help you, but not to lock you in. Analyze the works
of great historical painters as well. If you look at examples of good fine
art. your taste will continue to develop.

Critique your own art, as well as conducting critiques with fellow
arnsts. Offer and accept constructive criticism. When I'm teaching, |
identify different solutions to my students’ various problems, which helps
= my work as well. I remember what I've told others and incorporate it
into my own work. This type of interaction reinforces my convictions,
and it can help you develop as an artist too.

There are no real conclusions in art, only new beginnings. As your
painting skills improve, new chapters begin for you. Each time you meet
a challenge, a fresh one follows. It never ends. But hard
You get a sense of accomplishment; perhaps even praise
success. This book will contribute to your development

work pays off
and financial

as an artist, a
rewarding pursuit that can improve the quality of your life and bring joy

intoit. Life becomes more special, more miraculous. Anything that passes
before your eyes is a possible subject. Beauty may appear anywhere, at
any time. You just have to be ready for it

YOU WILL IMPROVE
Set realistic goals throughout
your painting carcer, and keep
track of your progress. Date
your paintings, then go back
— m d vigitatiior arks Thof
G time Yob ndaf sdrdrige
yourself Some
things y.

Fach step you take when learning to paint will lead you to the next. Set your sights
and goals on higher levels

There may be some
hings Yoxusodn' co again,
0 FOill improve,
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ART BOOKS

Read art books over and over
again. What doesn’t make
sense today may make sense
down the road when you have




A

Alaskan Harbor Lights, 124-125
Albonegan Morn, 114

Alizarin Crimson, 11, 30-31, 48, 127
Alla prima painting, 11, 106
Artificial light, 19

Atmospheric perspective, 103

B
Baby wipes, 12, 14-15
Background, 23, 65, 79, 127
Big shapes, 10, 62, 70, 76, 108, 127
Black, 20, 23, 82
Black marker, 10, 42, 44, 63, 92
Black and white, 18, 42-43, 63, 67, 91
Blue, 11, 24, 30-33, 35, 48
Blue-green, 31
Blue Jays, 101
Blue-violet, 31-32
Boards, 12, 14-15
Books, recommended, 140
Boston Skyline, 117
Brayer roller, 14, 15
Bridge to Glen Island, 117
Brights (brushes), 11
Browns, 34-35, 121
Brushes, 11

cleaning, 11, 36, 113

mixing with, 35
Brushstrokes, 60, 70, 76, 107
Bug spray, 10
Burnt Sienna, 34
Burnt Umber, 34

(o
Cadmium Yellow Pale, 11, 18, 30-31,
127
California Canyon, 45
Camera, use of, 13. See also
Photographs
Canadian Repose, 27
Canvas, 12
covering, 98, 128
mounting, 14-15
for outdoor painting, 90
preparing, 14
small, 106, 116
trimming and finishing, 15
wet, carrier for, 12
Catalina Sunshine, 38
Celtic Brilliance, 118-119

Index

Chroma, 18
Cloth bucket. 10
Clothing, 10
Color

accurately seeing, 17-28
achieving harmonious, 31
background, 65, 79
changes in, 46, 76, 82
gallery of fresh, 24-28
grays as unifying, 35
inherent value of, 43, 67
judging relationships of, 121
of light, 48
local, 19, 27
mixing, 29-39
painting easiest color first, 60
planes and, 26
relativity of, 23
sensitivity to, 21, 25
temperature of, 31, 38, 46, 68, 82
three questions about, 18
transitions in, 22
value vs. temperature of, 38
See also Colors, specific colors
Color charts, 32-33
Color isolator, 23, 32
Color mixing, gallery of, 36-40
Color notes, 18, 24
browns, 34
choosing, 67
comparing, 23
first, 39, 58
keeping fresh, 36
matching, 33
organization of, 93
realistic images and, 25
seeing, 17-27
of shadows, 42
Colors
black and white as, 20
earth, 34
influence on other colors, 19
mixing and marching, 32-33
muddy, 54, 113
neutrals, mixing, 35
primary, 31-32
warm and cool, 38
See also Color, specific colors
Color wheel, 32
Complementary pairs, 32-33, 35
Constable, John, 106

Consg(l;ucnng a painting, general steps,
Cool colors, 31, 38
Corrections, 59

Cover sheet, for mounting canvas,
14-15

D
Dappled light, 90
Darkest dark, 46, 60, 82, 108
Days of Summer, 54
Demonstrations
arranging elements, 112-113
en plein air, 98-99
establishing and refining shapes,
108-111
impressionistic nocturne, 121-125
large and small shapes, 78-81
light and shade, 92-97
practicing simplicity with figure
studies, 62-67
putting it all together, 126-129
start with one shape, 58-59
Detail, 26, 64, 69, 71, 76, 81, 111
Dialogue of opposites, 86
Dublin Flower Market, 115
Duet, 49

E
Earth colors, 34
Easel, 11, 90
Edges, 55, 73, 76, 86, 110
Elements
arranging, 112-113
reducing, 5§
Elmer’s Glue, 14
Emerald Pastures, 103
En plein air, see Outdoor painting,
Plein air painting
Equipment for painting, 10-13
Evening at Blennerville, 28-29

F

Fall Bullion, 130-131

Fall Harvest, 50-51

Fiesta Floral, 77

Figure studies, practicing simplicity
with, 62-67

Flaming Maple, 36

French easel, 11
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Fresh color
gallery of, 24-27
mixing, 29-39

From a Distance, 68

Full Glory, 96-97

Full Moon Rising, 134-135

G
Gallery
of color mixing, 36-39
of fresh color, 24-27
of light and shade, 48-51
of plein air, 100-103
of pochade, 114-117
of shapes, 68-71
of still life, 82-87
of studio painting, 130-137
Garden Pearls, 82
Gessoed boards, 12
Gloss varnish, 13
Glove, for mounting canvas, 14-15
Glue, for mounting canvas, 14
Gray days, 20, 117
Gray, 23-24
mixing, 35-36
Grazing Below the Mountains,
136-137
Green, 11, 35
Green-blue, 32
Gros Ventre Overture, 72

H

Halftones, 43, 46
Harbor Light, 88-89
Highlights, 43, 46, 76
Hue, 18

I

Icy Pond, 99

Impressionism, 100, 122
Impressionistic nocturne, 121-125
Indirect light, 19, 41, 46

Indoor painting, 75-87

K

Kanturk Crossing, 71

Kentucky Sunset, 8-9

Keying, 67

Knife, palette, 11, 35, 76, 87, 113

L
Laguna Hillside, 61
Landscape, painting, 20, 27, 89-103
La Plaza, Puerto Vallarta, 116
Light
effect on local color, 19
clarifying shade and, 42
color of, 48
dappled, 90
demonstration with shade and,
92-97
direct, 46
fleeting effects of, 106, 117
gallery of shade and, 48-51
indirect, 41, 46
reflected, 41, 43, 46-48, 51, 76
warm vs. cool, 87
Lightest light, 46, 60, 82, 108, 127
Light family, 41-51, 73, 92, 94

Light-and-shadow pattern, 41, 44-45,

62-63, 71,91, 112
Light source, 19, 27, 43, 122
Limited palette, 29, 31, 34, 73
Linen canvas, 12. See also Canvas
Local color, 19, 27
Long Morning Shadows, 132-133

M

Maine Sparkle, 111

Man With Gold Tooth, 37
Mapping shapes, 78, 108
Matte varnish, 13

Mauves, 35

Memory, 91, 120, 134
Mineral spirits, 11

Miracle Muck, 14

Mirror, use of, 13

Mixing colors, 29-39
Modeling clay, 22

Monet, Claude, 106
Mountain Hollyhocks, 83
Mounting canvas on board, 14-15

N
Nature
harmony of, 20, 27
subtleties of, 114
see also Plein air painting
Negative shapes, 56-57, 65
Neutral colors, mixing, 35

Newspaper, 14-15, 44 [PDF|
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Night, 39, 121-125

Nighttime Alaska, 120

Nocturnes, 39, 121-125

North light windows, 87

Notes, for studio painting, 119-120

o
Objects

dark, 42, 97

planes of, 22

white, 23, 41-42, 46
One hundred starts, 13, 60
Orange, 31-33, 35
Outdoor painting, 90

equipment for, 10-13

See also Plein air painti-
Out of focus, seeing, 21 53
Overcast days, 71, 92
Overlapping forms, 51

P
Pacific Sunset, 59
Painting
alla prima, 106
approaching a, 90
as dialogue of opposites, 86
keying your, 67
plein air, 88-103
pochade, 105-117
rhythm, 30
S-Sense of, 73
steps for constructing, 60
still life, 75-88
studio, 119-138
Paints, choosing, 11
Palette, 11, 30, 39, 73, 90, 113. See
also Limited palette
Palette knife, 11, 35, 76, 87, 113
Palm Desert, 95
Paper towels, 14
Peripheral vision, 80, 86
Perspective, atmospheric, 103
Photographs, 44, 120
Planes, 22, 26, 46, 48, 76
Plein air painting, 88-103, 115, 120.
See also Outdoor painting
Pochade box, 11, 106-107
Pochade painting, 105-117
Pomegranates, 87
Pont Aven, 100
Por: levt!-?, 104-105

=



Primary colors, 31-32

R

Rain, oil paint in, 116
Recommended reading, 140
Red, 31-33, 35

Red Onions, 84-85
Red-orange, 31-32
Red-violet, 31-32

Reflected light, 41, 43, 46-48, 51, 76
Rio Azul, 24

Roller, brayer, 14-15

Roses and Red Vase, 74-75

S
Sailing Through the Trees, 129
Santa Fe Alley, 113
Scottsdale Sunset, 102
Scrapbook, 120
Sculpture stand, 78
Secondary colors, 31-32
Seeing, 20-21
Serene Pastures, 16-17, 20
Shade, 42, 48-51, 92-97. See also
Shadows
Shadow family, 41-51, 73, 92
Shadows, 46-47, 60, 64, 73, 87, 93,
112. See also Shade, Shadow
family
Shapes, 61, 73, 108-111
big, 10, 62, 70, 78, 80, 108, 127
choosing, 54
gallery of, 68-72
negative, 56-57, 65
paintings as composed of, 53, 5§
simplifying, §3-73, 110
small, 64, 71, 78-81
starting with one, 58-59
variety of, 68
of water, 97
Silhouette, 55, 71,92, 94
Simplifying, §3-73
Sketch, black-and-white, 43, 63, 91
Sketch box, 11
Sketch pad, 10
Sky, 27, 94

color of, 19-20
Slide mount, 10
Slide projector, 13
Small paintings, see Pochade painting
Snow Covered Stream, 40-41
Solitude, 115
Something Blue, 86
Speed skills, 115
Spot of Tea and Sunshine, 71
Squinting, 43, 45, 63, 70, 79
S-Sense of Painting, 73
Starts, 13, 53-73, 60
Still life painting, 75-87
Stonington Harbor, 25
Strokes, 60, 70, 76, 100
Studio in a bag, 107
Studio painting, 119-137
Subject
emphasizing, 80
negative shapes and, 57
picking a, 97
unfamiliar or difficult, 123
viewing out of focus, 21
Summer Coat, 116
Summertime Stillness, 52-53
Sunday Swim, 69
Sunflowers, 81
Sunglasses, 90
Sunlight
effect on local color, 19
color of, 73
direction of, 73
full, painting in, 90
as light source, 92
protection from, 10
Sunlit Hills and Sycamores, 56-57
Sunrise, 106, 114
Sunset, 8, 94, 114

T

Temperature of color, 31, 38, 46, 68,
82

Ten Minute Break, 48

Tertiary colors, 31-32

Texture, 103

Theme, picking a, 97. See also Subject

PDF

Tissues, 10, 12, 113
Titanium White, 11, 30-31
Tripod, 11, 106

Trowel, 14

Turner, Joseph Mallord William, 106
Turpentine, cleaning brushes with, 11

U

Ultramarine Blue, 11, 30-31. 45+~
Umbrella, 11, 90
Underpainting, 59-6¢,

\"}

Value, 18, 20, 27, 33, 3¢
Variety, 53, 68, 110
Varnish, 13

Viewfinder, 10

Violet, 31-33, 35

Visual dialogue, 76, 80

w
Warm colors, 31, 38
Water
for mounting canvas on board, 14
painting, 97
‘Wet canvas carriers, 12
White, 20, 23, 60, 127
to lighten, 31
Titanium, 11, 30-31
White object, 23, 41-42, 46
Windows, north light, 87
Winsor Green, 11, 30, 31
Wipe the Sand From My Eyes, 114

Y

Yacht Club—Night Scene, 39

Yeats Country, 138-139

Yellow, 18, 31-33, 35. See also
Cadmium Yellow Pale, Yellow
Ochre

Yellow-green, 31-32

Yellow Ochre, 18, 34, 48

Yellow-orange, 31-32

Yes paste, 14
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Light & Color

hese pages practically glow with Kevin Macpherson’s rich and powerful
paintings! A master of painting outdoors from nature, Macpherson shares
his techniques for quickly capturing the mood of a scene in bold, direct

brushstrokes. His step-at-a-time instruction makes it easy . .. simply a matter of

painting the colors you see! Follow his lead and you, too, can create landscapes—

and still lifes, too—in a vibrant, impressionistic style.

DEMONSTRATION

LIGHT
AND
SHADE

For complete step-by- .
( p At The biggest contrast is Establish light and shadow. Establish colorful shadow

step smstTuclions, See between the sky and the land. patterns.
pages 92-95.)

STEP 1 STEP 2 STEP 3

STEP 4

Fill in the lights with clean color notes.

Pull out subtle color variations within shapes.
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