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Dedication

Every summer over the past 30 years
or so, at the fabulous Patchings Art
Festival in Nottinghamshire, | have

had the great pleasure to meet
hundreds of readers of my books, and
you all give me such a heart-warming
response. This book is therefore
dedicated to all my readers, with
grateful thanks for all your support
over so many years.
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Introduction i S

his book brings together in one volume the four books in my previous series in an
Tupdaled format, and begins with the three vital ingredients to breathing life and
energy into your landscapes: skies, light and atmosphere. For the landscape painter,
these elements are all inextricably bound together, and by fusing them into a sense
of empathy with the scene being painted you will enhance your painting considerably.
However good your composition may be, it will fall short f it lacks the passion and
inspiration with which these three ingredients can enrich your work. Even the most
mundane of subjects can be transformed by the right lighting and mood, so whatever
you may wish to paint, the techniques and devices you find here will greatly enhance
your paintings. You will find a wide variety of scenery and seasons, and a whole range
of different skies to try out. One of the advantages of being able to render a large
selection of skies, moods or various forms of lighting is that you can paint the same
subject time and time again in a completely different way, so this willprovide you with
many excellent ideas for tackling your favourite subjects
We then move on to the more uncultivated landscapes of mountain and moor, which
have always held great fascination as subject matter for landscape painters. However,
there is much more to these stunning locations than just the raw peaks and crags, and
if you relish painting the less developed scenery there is much to interest you even.
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Many moorland scenes will provide you with quite simple compositions, which can be i\ £
extremely helpful for those with little experience. Trees, streams, lakes and waterfalls :
all hold tremendous appeal, and the examples shown in this section should help you
improve your work even if you prefer to remain in the lowlands.

Seas and shorelines form the next section, covering a wide variety of coastal
scenery, including boats, harbours and seabirds, with further examples of interesting
skies. Exciting new approaches, sometimes with non-standard additives and
textural effects that will push your work in slightly new directions are included here,
and these should provide you with new ideas. The final section covers a variety of
landscapes through the various seasons, and is again well-stocked with techniques
to enhance your watercolours.

Enjoy your painting




' Materials

PAINTS

Watercolour paints are available in tubes, pans and half-pans. | normally use
half-pans for outdoor sketching, supplemented with tube colours on expedition or
travel abroad. For the larger studio paintings, tube colours are essential, as one
can quickly mix large washes. Choice of colours is up to the individual. | always
work with artists’ quality paints as they are more powerful and finely ground, but
the students’ variety are cheaper and there is not a great difference in quality
with many colours

1f you are new to painting, start with a few colours and get to know them
before adding more. My basic colours are: French ultramarine, burnt umber,
cadmium yellow pale, cadmium red, cobalt blue, Winsor blue or phthalo blue,
alizerin crimson or quinacridone red, new gamboge, light red and yellow ochre,
plus white gouache for minor highlights. Add the following colours when you
feel confident, but preferably not all at once: burnt sienna, raw umber, aureolin,
viridian, indigo, cerulean blue, Naples yellow, cadmium orange, raw sienna
andvermilion.

1 use the Daniel Smith Extra Fine range of watercolours for their wide range of
granulating colours, as well as some of the spectacular new pigments. Colours
that | particularly like and have used in some of the demonstrations in this book
are: transparent red oxide, sodalite genuine, zoisite genuine, Aussie red gold,
green apatite genine and lunar blue. Always study the manufacturers' labels
and leaflets and avoid any fugitive colours. These will also tell you if the colour
is transparent, opaque or falls between the two, whether it granulates, and the
degree of staining.

1 sometimes use Daniel Smith watercolour ground to create textured effects in
foregrounds (see page 223)

If you are not using Daniel Smith colours, you can approximate the colours as follows:

+ Nickel titanate yellow: Neples yellow.

+ Sodalite genuine: a mixture of burnt umber and
French ultramarine (note that sodalite genuine
induces much stronger granulation).

+ Green apatite genuine: French ultramarine mixed

+ Aussie red gold: cadmium orange, but this is more
opaque and not quite so vibrant.

« Lunar blue: this is really quite unique, with strong
granulations that can vary unpredictably, and often in a
delightful way. There is no simple replacement

with cadmium yellow pale for light greens; and raw

sienna

r yellow ochre for duller greens.

« Transparent red oxide: light red.
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~ PAPER AND SKETCHBOOKS

Watercolour paper is best bought in imperial
sized sheets: full imperial (76 x56cm/38x22in),
half imperial (38x56cm/15x 22in) and quarter
imperial (38 x 28cm/15 fin), which are
cheaper and can be cut to whatever size and
configuration you wish. Pads, and blocks that
are glued all round the four edges so that you
don't have to stretch the paper, are good for
working away from home. Usually the paper
comes in weights of 190gsm (90Ib), 300gsm
(1401b), 425gsm (200lb) or 640gsm (300Ib),
with some manufacturers having a more
extended range. The 640gsm (3001b) paper

is as thick as cardboard; the 190gsm (30lb)
version rather flimsy and prone to cockling.
‘The 300gsm (140lb) paper will most likely
need stretching before painting unless you
work on really small sizes, so many people find
the 425gsm (2001b) paper the ideal weight,

as it does not need stretching unless you are

This watercolour sketch of quarry build
that can be achieved using Hot Press

5 shows the crisp, sharp edges
(smooth) watercolour paper

painting larger works, and it is less expensive
than the 640gsm (3001) type.
Most papers come in three types of surface:
Rough, Hot Pressed (smooth) and Not (or
Cold Pressed). Hot Pressed paper is excellent
for fine detail, but you may find it best to leave b
this surface until you are more experienced, B
as it dries rather more quickly. A Rough
surface is extremely effective for creating
textures or ragged edges, or for laying a
broken wash with the dry-brush technique,
although it is not best for fine detail. The
most popular paper is the Not surface, which
falls between the other two types in degree
of smoothness,
Buy a few sheets from different
manufacturers to test which suits you best
Most of the paintings in this book were done
on Saunders Waterford paper.

EVENING LIGHT, NAXOS

15 x 10cm 6 x i) 640gsm (00 Rough paper
This watercolour sketch done on Rough paper shows how you can achieve
sparkling light on the water wih o brush loaded with pigment but very |
water, and dragged across the surface




BRUSHES

The finest brushes for watercolour are undoubtedly sable, though there are excellent
synthetic brushes on the market. Kolinsky sable brushes have a fine tip, a large belly to hold
copious amounts of paint, and the ability to spring back into shape and not lie limp after
one brush stroke. A good compromise, if you find sables too expensive, is to buy a brush
of mixed sable and synthetic hairs. Large squirrel-hair mops make lovely wash brushes,
although they are prone to losing the odd hair now and then.

The minimum brushes would be a large squirrel mop for washes, a no. 7 or 8 round, a
0. 4 round, a no. 1 rigger and a 13mm (Vzin) flat brush. Add a no. 10 or 12 round and a
0. 6 round when you feel the need and you are well set up. More specialized brushes for
certain applications, such as a fan brush, can also help on occasion, but are not essential.
Take care of your brushes and they will last well. Wash them out with clean water ater
use. | use the superb brushes from Rosemary & Co. which are of excellent value and
unrivalled quality.

Some of the brushes used in th
step-by:step dermonstrations n this
book, from front to back:a ro. 7,
10, 4 and no. 1 round (nos 8 and 6
were also used), a 13mm (Vi) fll,
a6mm (Vin) fat, @ no. 10 round.
and a no. 2 and o 1 rigger, with a
squirrel mop.

OTHER MATERIALS

At least one drawing board, a selection of
pencils from 28 to 4B, a putty eraser, a soft
sponge, at least one large water pot, masking
fluid and a scalpel are all essential tems. Also
useful are bulldog clips, an old toothbrush for
spattering, tissues and rags. |find a plant spray
is useful to speed up the mixing of colours
accurately, and occasionally for spraying over a
damp wash to create a speckled effect. If you
intend stretching paper, then a roll of gummed
tape will be required.

You will need a large palette on which you
can lay out the colours you are using, many of
which will be for small areas of detail, and some
for slightly larger areas. A palette with deep
wells is needed for mixing up pools of colour for
the main washes. Many artists prefer o use a
saucer, butchers' tray or large plate, and so long
as it is white and does not affect the way you
see the colours, this is perfectly fine. For a large
wash, the whole saucer would be needed, but for
small detail, many mixes can take place on one
dinner plate.

SKETCHING OUTDOORS

If you are tentative about sketching outdoors, then start with a minimal

kit (shown right) of an A (21 x 15cm/8Y% x 5%in) cartridge pad, a couple

of graphite water-soluble pencils and a water brush, which contains its

own water supply in the handle. This enables you to work quickly, wet

or dry, without fuss. Try working with this, and when you gain confidence,

add a small box of watercolours in half-pans, a few brushes and a water pot.

Most watercolour boxes include an integral palette in the lid. | sometimes use
Derwent Inktense blocks, water-soluble ink blocks, for

sketching. Cartridge paper can be difficult to work

on with watercolours until you are used 1o it, so you might

prefer a small book of watercolour paper. All this s stored
in a belt bag, with gloves to keep out the
cold. Later you can expand this kit to
suit your needs. | also carry larger
sketchbooks and additional
materials in a rucksack
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Basic brush
techniques

How you handle your brush is critical to the success of your
painting, and time spent practising various brush techniques
will be well rewarded. For some techniques, such as creating
texture with the side of the brush, or the stabbing technique,
for example, you can happily use an old, worn brush — in fact
it makes sense to do so, as you don’t want to wear out those
marvellous new, well-pointed sables too quickly — while for
delicate, detailed work, you need to reserve your best brushes
and keep them in good order. | also use an old, large brush for
mixing colours. In this section we look at a few basic techniques
on how to achieve certain effects with your brushes

STABBING METHOD

This i ely useful for suggesting masses of
twigs with a few strokes. Simply stab the brush
down onto the paper at the point where you want
the extremity of the twigs to start, and then drag it
towards the centre of the bush or tree. Doing it this
way gives an energetic effect. Practise it on srep
paper first to ensure the brush contains the rig

consistency of paint. The left-hand example was dcrvc

with a no. 4 round brush, the right-hand pair with a
6mm (Vin) flat brush

VARYING MARKS AND LINES
WITH A RIGGER

By putting varying pressure on a brush, you can
create more interesting marks and lines, s in this
section of a dry-stone wall painted with a fine
rigger brush.

CREATING TEXTURES
WITH THE SIDE OF A BRUSH

With this technique, some

s called dry-brush
technique, the brush is dragged across the paper
onit

side,

s shown here where a rough mountain
slope descends to a lake. By testing the e
spare paper, you can assess how liquid to make the
mixture. On Rough paper, this method is extremely
effective in creating broken washes, but t still works
well on a Not surface. It is hard to beat when you
need rough or broken texture, sparkle on water or
boulder scree tumbling down below a c

on

FLAT BRUSHES FOR LIFTING
OUT PAINT

Flat brushes are extremely effective for lifting out
paint when brushed sideways as shown. It is fairly
easy to create light tree trunks in this way without
having the chore of working round the tree shapes
with a dark wash in a negative fashion. They are
also useful for removing unwanted paint. For this
type of technique, you need to ensure the brush

is one of the thinner flats, as this will ensure more
delicate results




Working with
watercolour

HANDLING FLUID WASHES

Mixing and applying watercolours are two of the greatest
problems facing the inexperienced artist, and there is no

alternative to practising laying washes as often as you can
1 would emphasize that testing your mixtures out on scrap
efore laying on the wash, is vita

paper first,

The amount of water you use in a mix is critical, and for
larger washes you need to mix a pool of fluid watercolour
that will more than cover the area you wish to paint: there
is nothing worse than running out of colour halfway through
the application and having to stop to mix more colour while
the already-laid colour is rapidly drying. The most likely
result then is ugly runbacks forming as a new wet wash is
introduced to a drying one.

Appl

wit

areasor e brush

only formixing.

ALTERING THE TONE

f you want to lighten
then simy

LAYING A WATERCOLOUR WASH
the wash g
the board at a shallows angle o tht the fud p
oir you eed ik down gently towards you

As you apply the paint, it is better to get it right first time
than to apply multiple coats of washes, or you risk creating
a muddy result. The mixture also needs to be strong enough
in tone 1o give the result you desire, bearing in mind that
watercolour tends to play the nasty trick of drying lighter
than it appears when wet. Only experience will give you the
expertise to overcomethis,

The answer is to waste a lot of paper conducting test
washes before you tackle the real thing on your composition.
Make your mistakes on scrap paper, or on the back of failed

watercolours. Use as large  brush as you feel confident

with, for the fewer the strokes you apply, the cleaner your
wash will appear.

the paper
ot run
a ple of books works well or t
htly overlapping the previous one.

preferably working d

WET-INTO-WET TECHNIQUE

This popular and exciting technique takes some experience to achieve good restis,
but is an excellent way of creating moody scenes and soft effects in a painting.
First of all you need to lay out and mix all the colours you wil need, as timing is
critical - searching for tubes of paint while a wash is drying is a recipe for d

If that does happen, it is best to leave the first wash to dry completely (Use a
hairdryer to speed up the drying process if you wish, but be aware that this will
spoil any granulations you may want to leave present).

Once the wash has dried, re-wet it with clean water then apply the second
application, watching for the right moment. Getting the timing right to introduce the
second application of paint can be tricky: too soon and it will spread out weakly and
lose its shape; 100 late and it may well induce ugly cabbage-like runbacks into the
wash. After applying the wash, look for reflected light showing up the sheen on the
drying surface. When you see the sheen starting 1o dry, that is usually the optimum
moment to introduce the second application of colour

Testing it on the side of the painting, o 2 point where any error can be overlaid,
is a sensible way of assessing the result. With the introduction of the second wash

make sure that the consistency is strong enough and that you don't have
on the brush, as this wil also encourage runbacks. With time and
wet-into-wet washes, you will find your expertise will improve,

ter.

of colour
much w;
experience in layin

Misty cliffs wet into wet

1 Firstly, paint the sky with a really fluid wash, bringing it right dowr 2 Add th
10 the horizon, th w it to start drying e applying paint to
distant faint headland - too s0on and the headland was
ut too weakly and while if left till too late, t
hard, thus bringing ose to the viewe

y if you introduce

runback

he second wa

drie

a
Some light
ind to complele




Colour

COLOUR MIXING

With watercolour we need to mix various colours to create the exact one that we
require. Mixing more than two colours can be fraught with a tendency to produce
a muddy effect, but sometimes a third colour is required, in which case only a
touch of colour is generally needed.

As with so many aspects of working in watercolo
your mixtures on scrap paper is vital before diving into the fray. Try out a variety
of colours for mixing for the passage you are working on. It's possible to obtain
similar results with combinations of different colours. Create charts of your
rilliant combination of colours and
then forget which ones you used when next you wish to achieve that end colour

s, testing the results of

favourite mixtures - it is frustrating to find

COLOUR TEMPERATURE

Choice of colours can depend on whether you desire a warm or cool effect
While it is easy to see that a red is warmer than a blue, blues ~ indeed, all other
colours - can vary in temperature. The examples below show the warmer colour

in each case on the right
o
‘ b

Phihalo blue French uliramarine Alizarin crimson Cadmium red
 blue)

cool blue) wa cool red) warm red:

EFFECTS OF ADJACENT COLOURS

When you place a colour next to one already laid down, the colours are affected
by each other. For example, a cool colour such as phthalocyanine blue placed
beside warm Aussie red gold will make that colour appear evenwarmer.

Other effects can also be achieved. Placing an intense indigo alongside Aussie
red gold will create a strong contrast - extremely useful in highlighting a centre
of interest, for example; while if warm sepia is adjacent to the Aussie red gold, it
has the opposite effect, creating a sense of harmony as the two colours lie close
together on the colour wheel

Cadmium yellow pale
(ool yellow)

New gamboge
warm yello

Aussie red gold hihalo blue Aussie red gold Indigo Aussieredgold  Warm sepia

ool bue makes the Aussie red gold appear

DROPPING IN COLOURS

In addition to mixing paints on the palette an effective way of introducing colour
is to drop it into a wash already laid on the paper; in other words, mixing it on the
paper. This technique needs to be done immediately after laying the main wash,
otherwise runbacks may well rear up out of the drying colours. As with the
wet-into-wet applications (of which this method is a variant), you need to restrict
the amount of water on the brush as you drop in the additional colour.

This technique can really liven up an area and add considerable interest without
the need to introduce strong detail. While you can try any colours in this role,
| find excellent ones to drop i are yellow ochre, cadmium orange, phthalo blue,
cadmium red, Aussie red gold, transparent red oxide and quinacridone gold,
Yellow ochre is especially effective as it is something of a bully, pushing other
colours aside and thus often inducing spontaneous happy accidents

CATROCK

23x30.5m 9 t2in
By dropping a strong red into
the wet colour on the rock this

vened and
poin.

Jeature has been e

thened as a,
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Tone

Tone is the degree of lightness or
darkness in a colour and is controlled
by how much water you include in
the mixture. Adding more water will
lighten the tone.

The range of tones you can achieve
in different colours varies considerably
indigo, for example, being a dark colour

has a wide range of tones, whereas,

cadmium yellow light, being inherently
such a light colour, allows much less
scope for tonal variation,

Strong tones will make a feature
appear to come forward towards the
viewer, while weak ones recede. In a
landscape we use this o suggest an
illusion of space and distance, often
exaggerating the degree of tonal
variation to highlight a feature, or
g it more forward than it actually
appears in real life.

When considering how we are
going to paint a passage we need
1o consider what we have already
laid on the paper -~ if there is to be a
strong contrast in tones, then this is.

going to draw the eye towards that
feature, which is an excellent method
of highlighting your centre of interest.
If, however, you wish to play down

2 feature, then painting with a fairly
similar tone to the adjacent passage
will achieve this.
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suggest distance. Not
ntones accentuating h

DETAIL FROM ATLANTIC FURY

Here | have exaggerat

the tonal range on the right-hand rocks by making those slighty further
away much lighter than they actually appeared, to emphasize that they are receding and thus
giving more depth to the scene.

NOVEMBER AFTERNOON LIGHT

backit effect increases the mood, with hardly any colour. The corpositor
he dark rock in thef o the

focal point.

ound stands c

es on tonal variation to

ight rivulet, the contrast
ight rivy

Experimental techniques

A number of watercolour additives are available now and these seem to be on
the increase. While some are effective, others have only limited value. If you like
the effect of granulation in a wash, bottles of granulation medium are available
which you can introduce into your mixtures, although you do need quite a
considerable amount to produce really strong granulations,

It's great fun to experiment with materials to hand, such as credit cards, cut-up
pieces of mount-board or watercolour paper, plastic food wrap, odd pieces of
material mono-printed onto your composition with a roller, and whatever your
imagination suggests. Having an occasional day experimenting can be liberating!

PULLING OUT COLOUR

This rock shows me pulling out the colour while still damp, using a credit card,

In this particular example | have enhanced the effect by mixing the colour
with Winsor & Newton Aquapasto medium, which adds body to the mixture and
makes lifting out easier.




MONOPRINTING

The pattern of netting on a lobster pot can be achieved by painting the pot dark, and
then either scratching the netting out with a scalpel, or painting it on with white
gouache. Small areas can also be suggested by negative painting, but here | use
monoprinting with a small section of netting that comes with washing products,

> result in this instance has been
that

1 Liberally coat the net with a mixture 2 As soon as you are happy with the 3T
f white gouache and a touch o sl ey the neting over he image of - reasonably ffective You may fin

and roll over it you need to tidy e eds 1
% he outline of the pot, the buoy and the  monoprint a it oy brush
paper covered in a faily ight foreground are masked off, and the ~ and tissue
dark colour, and press it down with the - dark background covered with paper
rolle gives an idea of how the y of the gouache spreadin
result will appear and gets rid of the beyond the lobser po

excess paint. You may need to do this
more than once

TEXTURAL EFFECTS

There are numerous ways of introducing texture into watercolour paintings,
from the simple manner of brushing across a Not or Rough surface with the
side of a brush, to introducing materials specifically aimed at creating textures

After laying a wash of lightish colour (raw sienna or Naples yellow, for
example) and allowing it to dry, you can apply broken colour of a darker tone
with the side of the brush. As you draw it across, it will pick up the texture of
the paper. You can change to the point of the brush in places to create variation
as well

loften spatter my work, to induce texture and spontaneity. This can be done
by dragging your finger or thumb across the hairs of a loaded brush or a palette
knife. Spattering using a toothbrush loaded with either paint or just water works
well over a damp wash that is almost dry. Spattering over a dry wash using a
toothbrush, round or flat brush loaded with paint also works well. You can also
apply the spatter with a chopping motion, or strike the brush downwards onto
afinger
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MATERIALS FOR ADDING TEXTURE
er-doing the effect
7 Ground o e with o paintng
m vernight, you can paint over i and this con
produce exciing fextures, Gesso i simlr hough woercolour does o lke
So well. Having Said tha, the more unpredictable result @
of their own. Schminke texture paste produce;
appealing on features like rocks,
lid with o knife or piec
out highlights, white the
used for the technique on

<l rough gro und and so forth. I is best
of card. A scalpe n
fer, neting and oquay

most effetive for scraf

(o pictured above are

ashes i the nommal maner | then st

ed 0 small piece
effctively working its strigh edge to define the cottoge with
whie qoucche,then e dark masts and frcegosts, and finly on s side o suggest
rovgh g n e fregound e s of sy nuh e
ot st s e [hen gpled he darks with .58 raund bush
o toplaster thicklight green and yellow gouache in places with a fews
o hre nd there t e ol roses it te e

set) The Bocking
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EDGETOP FARM, LONGNOR
WATERCOLOUR SKETCH
ONCARTRIDGE PAPER

BOATS AT BEER, DEVON

|
|

TEXTURE PASTE FOR ROCKS o




Sketching

Finding subjects to paint can be one of the chief joys of being an artist. Many people
are reluctant to go out and sketch and it warms the heart to see the enthusiastic
reaction of many coming on a course for the first time and discovering this way

of working. Going out and seeking what you especially want to paint is rewarding,
whether it's your mum's cottage, friends climbing a mountain, or maybe some
favourite old moorland boulder. Believe me, there are distinctive rocks and crags all
over the country which | regard as old friends, and have

painted many times, with some appearing in paintings

from Killarney to Kathmandu.

SKETCHING FROM A CAR

ort

sketching

and many is the time | have turned

nd consideration for
are paramount and | have never had any problems in this resp:
ndicate unfenced roads with dotted lines on each side, a
give you a fair idea of roadside parking po:




his watercolour sketch of Festvagtinden in Norway's
Lofoten Islands was carried out with light rain faling on
ur pencits o strongly define
i let the weather deter you when youre

in front of a good subject - rain can cften add @ sense
of spontaneity 1o an alresco watercolour that canot be

other way.

@ water soluble pencit

h was carried out with

SKETCHING IN BAD WEATHER

While sketching inside a vehicle can make you feel safer and insulated
from people who want to see what you are up to, there is nothing like
getting out and wandering around for the optimum viewpoint. While
itis good to go out in fine weather, don't always pick the sunny days:
heavy rain gives waterfalls a much greater appeal and you may be able
1o sketch in between showers. Distant rain squalls can create a strong
sense of mood and lose unwanted features. If a few rain spots spatter
your sketch, it is no cause for alarm, and often it helps to suggest a
spontaneous response to the scene. | sometimes draw into wet washes.
with a dark watercolour pencil (black, dark grey, indigo or sepia) to
capture detail, and this works when the sketchbook is being spattered
with rain.
Many waterfalls stand close to a road and make ready-made subjects

needing little alteration in a great many cases. Study the maps to
find them

For the house-bound, acquiring subjects is not so easy. Friends and
clatives might be cajoled into taking photographs of scenes for you,

but this depends on how resourceful they are. Copying from books,
calendars, magazines, etc, is an alternative, but lacks personal input.
Maybe you have old photographs, or even memories that can be evoked.
In each of these es it pays to do some studio sketches to rough out
the composition and make changes before deciding on the final design

SKETCHING FIGURES

Some places, such as villages, call out for figures, while at other times you may wish to show the
immense scale of a mountain by including tiny figures. Where you position them is critical: too close
1o the foreground and the figures may well dwarf the rest of the composition; too distant and they

may become lost in the mass of scenery. A lone figure in a vast panorama is an excellent way of
suggesting a sense of loneliness. If you are nervous about adding figures, keep a jar of clean water
nearby so that if you make a mistake you can immediately wash it out with a large round brush.
Dab the area with a tissue, wait for it to dry and have another go. It helps if you do not have any

strong detail beside the figure. Be aware that if you include figures, they will instantly become the

centre of interest.

jures are af their most convincing when

7
seen doing something rather than standing
dummy-like. Try to include some action i
you can

TROLLER'S GILL, YORKSHIRE
x18em 9 x

‘Sometimes o landscape calls out fo figures

and this was one such scene. As | had included

a ladder sti, he picture scemed empty

without someone ciimbing i, or about to do so

s cose

Placing tiny figures in @ mountain landscope
emphasizes the massive scale of a
figures should present

peak,
o diffcuty.

It fook me some time to work out what this Lodakbi woman,
Jrom the northernmost tate of India, was doir
wrapped up in furs while weeding crops. Copturing poses like
ight.

as she was

this s a d




SKETCHING ANIMALS
Like figures, animals will add life, scale and interest to

your landscapes and it is worth building up a library of
animal images in sketches and photographs to includ

in
your scenes. If you position them against a fairly bland,
uncluttered hillside, or perhaps mist, they will stand out,
By altering the light and shadow you can turn them into
2 silhouette or light them up. When out capturing images
of wild animals, | like to sketch as much as | can, but also
musk-oxen
er

take many photographs. Once, while stalkin
in Greenland, all my photographs turned out to be
exposed rubbish, but my sketches, done through binoculars
mounted on a tripod, saved the day. The biggest danger of
painting animals from photographs is that of making the
beasts appear ke wooden carvings.

‘oving animals but
etching o capture the
ght of the

legs in a moving positon. as n 8

30

mely gregarious creaf

apping them as in

Working from
photographs

The ease with which we can photograph a scene now
makes the camera a versatile tool for the landscape artist
Even my small compact camera has a powerful zoom lens
which can bring distant images close-up. Make good use of
this facility and take a number of photographs of the scene
from different ranges and angles. If the lighting is tricky,
then take several shots with different settings to over- and
under-expose the image, as this technique will doubtless
make one part of the image much better exposed.

When working from photographs back at home, it helps
10 do a studio sketch from the photograph first. This will
help you work out the composition, as you will see in the
example. In this way you can change emphasis or tones,
rearrange the image and add and subtract features before
you do the final drawing. Try to avoid slavishly following the
detail when working directly from a photograph

The reference ph

Jor the paining.

se-up of the
se-up of the
se-up shofs,
tches

building
like small detal
useful information

finished work

A studio sketch is an excellent
ositon from p
bui

photogr

FARMNEAR CONISTON

the sense of a sunny

d to put acros

ways nsidering, and here you
ed the signpost round to point into the picture
irection, moved some trees and avoided the

hand hedgerow. et the foreground mas:

rwhelming to




Composition

While there are a few landscape scenes that may work well without any

changes, most need to be composed to a degree before they make 2 good
image. This re-arrangement of the scene can be subtle or involve drastic
alterations to the various elements and their relationships with each other. The
best way to work out the composition is to do ane or more thumbnail sket
in soft pencil, charcoal, watercolour or whatever suits you. Try to include the

main tones as strong tonal areas have a considerable influence on how we

view the ¢
 usually start with the focal point, or centre of interest, as this is the single

most important feature in the scene. While you can have more than one focal

one, with perhaps minor ones to

ion.

point, the composition is stronger with ju
create a sense of balance. The focal point must stand out, and this can be

done convincingly by creating your most striking tonal contrasts at that point
ight colours and detail can also help, but by far the most powerful way s

judicious use of tones
My second concern s supporting the centre of interest with other features,
side a waterfall,

such as trees around a building, a bush or prominent rock
and s0 on. Figures and wildlife can be introduced, but they then become the
focal point, so they need to be positioned near some feature of interest if
possible, but not lost in detail. A further manner of support is by providing a
leadtin in the form of a stream, track, dry-stone wall, or whatever suits you
This should lead from the foreground directly to or close to the focal point
Gullies and ridges descending a mountainside towards the focal point also help.
Before you begin painting, check your composition for balance. If everything
is placed on one side it helps to find a feature to add to the other side.
Often just a simple post will suffice, but shapely bushes, trees, rocks, farm
implements, or whatever seems appropriate, should fit the bill, provided they
are in character with that type of landscape
When planning a painting, consider what sort of mood you wish to convey.
If you wish to suggest then a more horizontl
vould work best, using sirong horizontal er

peaceful, tranquil m

asis in the scene

composition

and perhaps an elongated (panoramic) type format, To emphesize drama, a

vertical format works well, perhaps with cliffs or an abyss. A strong diagonal

bias with
easily be achieved with rising mountain ridges, fallen pine trees or a series of

the composition will suggest a dynamic approach and this can

rising crags.

Adding interest to
foregrounds

Features that may be added

« Puddles, preferably with a
simple reflection

Posts, perhaps festooned
with vegetation

Flowers and plants

Rocks and boulders (in
appropriate locations)
Alead-in such as a path,
road, stream, fence or wall
« Fallen tree trunk

Useful techniques to enhance
foregrounds:

* Spatter with a round brush
or toothbrush

« Broken colour allowing an

initial wash to show through

Dry-brush effect over a

lighter colour

Shadow glaze over all or part

of the foreground

Warm colours and strong.

tones to help suggest depth

Abstraction or semi-

abstraction of features

GREAT STAPLETOR, DARTMOOR, |
(HOW NOTTODOIT)
This part o the tor has equ

il rendering of the scene part of
Figures scattered all over the composition weight lo the left-hand side

o benzath the or is
it s too overwhelming (o include it

d in a variety of places as though
ke se Jfrom any painting,
eground s too busy

The sky is fairly boring

GREAT STAPLETOR, DARTMOOR, 2 (AN IMPROVED RESPONSE)

is s much of the rock debrs eliminate

tiny fgures and they are near the eft-hand
1 emphasized by g 0 lighter ading up 1o the

minated and the cloud ves the sty but

This i f

mainly beer

tructure not only imp

More inferesting sky with some detai Figures positioned near the main feat
close to the main feature /

ess rock debris —

calmer ef
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which looks mre inferesting

pro
of th
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Buildings

If you enjoy painting rustic old buildings then you are probably
more likely to find good examples of these in the mountain regions

than anywhere else. The added complication here, though, is that many of them are built
on uneven ground, sometimes with almost every side appearing to be at a slightly different
level. This is not necessarily a great problem, and rather than correct it so that the building
looks as though it has been built on flat ground, use these sloping angles to advantage, even

exaggerating them if you

Ro Jggested by

iry-brus

and sirong

st highiight the roof ntechnique

The intermittent
st

i e ——— i
B wd.m
The slope of the The bottom of the ends softy ino
Y hepenL St grows
COTTAGE INTHE HILLS

As with rocks and

2 stone cottage scene on a

e hillside buidi

PERSPECTIVE ON HILLSIDE BUILDINGS

een observation of the structure

In many situations where the ground is rough and slopir

lines is more important than following rigid perspective rules. | normally prefer to enhan

wonkiness, but a simple studio sketch or

the sense of character instead of correcting ar
two will usually guide you to the right answer.

The further away you are from a building, the more the perspective problems will diminish,
but in the scene below, the viewer is well below the subject, so the closer barn needs

particular care.

HILL FARM

the hous:

emphasized

PERSPECTIVE DIAGRAMS

the horizor

here) are seen by the viewer both below and

bove the subject,
i old buiding

— The true position of the
floor can be hidden from
the viewer in plac

Looking up at the bom

Eye level

VP = vanishing point

i ot the barm

2 Looking do




w kies set the mood of a landscape painting and greatly influence the fight, yet
3 S many artists barely give them any consideration. In this book you will find
skies of all sorts, and they are not limited to this section. Time spent carefuly
Lg_j considering how you will tackle the sky in a painting is never wasted, and in thi
o section my aim is to show you a range of skies with the techniques used to create
vaarre them, and also how to consider the composition of the sky and how it should
relate to the landscape.
Occasionally | will come across a sky that fits in well with the scene | am
sketching ot painting, but most of the time | need to introduce a completely
m different type of sky to get the most out of the composition in terms of mood,
lighting, logic and compositional considerations. This is where experience plus a
wide selection of sky reference material s vital to success. The problem can be

TAITA HILLS, KENYA
2

e 0% x 16¥i)

effect of cumulonimb
Jormations provides a st
African scene. [used ver

brush to create the downwrd effect, with pi
of water. Once this had dried, | worked more
on the outer edges The warm-coloured ear
contrasts with the cool background.

The drarmat

effectively solved in many ways, and there is rarely just one answer. So before starting a painting

1ask myself a number of questions: what sort of mood do | wish to create that would work v

of day do | want to suggest?

this composition? Do | want a cool, warm or neutral sky? What time

htin the

the clouds or

Is there a need for the sky to be used to balance the composi
should the sky rela;

ky be arranged to highlight a prominent landscape feature? Hos

landscape, especially where the two elements meet? Do | want intense light coming from some

part of the sky and if so, where?

These questions may seem to introduce over-comp
econd nature and most are instantly resolved. Once that has been done, you need to consider

which colours to use, whether to work on wet or dry paper and the order of working. With just a

litele forethought and knowledge you can turn your skies into absolute gems, and as with so much

to dowith painting, itis often the simplest ones that have the most impact




BASIC TECHNIQUES FOR SIMPLE SKIES Baskiwatin-waticlouds SR e

A 1ods on scrap paper before you start using them in a full painting

into wet

N . 2

o

Negative clouds

Lifting out

Scrub-washed clouds CASCADING SKY EFFECT




TWO-STAGE SKY

Many skies are painted with just one application of colour and allowed to dry, with nothing
further being done to the sky area. However, with more complicated skies, and where you
want dark, hard-edged clouds to appear in front of more distant ones, for example, you

will need to lay washes in further stages. On this page you can see how a greater depth is
suggested in the sky by painting it in two stages. The third illustration simply shows the land
features completed.

11 applied an initial wash of cerulean blue to the sky,

working round the cloud washed a weak uliramarine and cadmium red to
application of permanent r most of the white areas, left-hand cloud, softening the edge in
Lower down | dropped in 2 mix of cobalt blue and cadmium mp brush. Once this second st
red while it was all < y reveals con

PLANNING A SKY

Your skies will always benefit from some planning beforehand. In most landscapes the sky
should enhance the land features without trying to dominate, and help to highlight the centre
of interest, especially in those features that extend up into the sky, such as mountains,
crags, castles, trees and so on. The positioning of elements such as large cloud masses, the
brightest part of the sky, or the most colourful, can greatly affect the overall composition of
the painting. On the other hand, you may wish to play down an area, most commonly the
extremities of the painting, and in this case a glaze of transparent colour may be applied
over that part of the scene you wish to subdue, as will be shown later in the book

In certain cases you may wish to make the sky the focl point, and where you want
o paint an extremely striking sky composition, it pays to make the land element take a
subsidiary role, as in the case of the secand painting below. | enjoy studying skies and
occasionally a really powerful one will suggest a painting which is primarily a skyscape with
just a minor role for the landscape below. It pays to carry out sky sketches whenever you
can, and for this | often use watercolour pencils or the water soluble graphite ones.

FEBRUARY SUNLIGHT
In this watercolour the sky is so
strongly rendered that i efectivel

Dad Bellary

BEAULIEU RIVER
ARY

is composed to

e ol point, whi

the distant trees and boats. These

are emphasized by the bright
part of the sky - a simple, yet
effective ruse.




TYPES OF CLOUD

With just a little thought and application, you can improve and vary your skies considerably.
So many artists are content to simply apply a standard wash across their sky areas, and
this can appear rather repetitive in an exhibition. Small or thin, streaky clouds can be
used to break up large expanses of sky, wispy cirrus clouds can be bent to direct the eye
towards a focal point, and dense stratus is useful where you want to throw the attention
elsewhere on to a land feature. Cumulus clouds come in such a variety of shapes and
sizes that they can be made to range from dark, threatening masses to light, airy white
puffs scudding across a blue sky.

APPROACHING DUSK,
ASWAN

x220m (6 x 8%y

clouds - can odd
res 10 0 sy, while o the same
time intimating a resiful serenity, as
in this pairting, so fong s they are
ot overworked. This type of cloud
Is especiall strking when viewed
through toll rees, pinnacies or
minarets, as i this

NORFOLK CREEK

13.x 20cm (5 x i

ke using cirus, or wispy
to highlight a focal point by poirting
at i, rather in the manner of a

am or track leading into the
Ioften bend or zigzog
gems to fit my scheme
or mood.

w2

RIVERTEST, HAMPSHIRE

Densely layered siratus can provide a supremely dul backdrop where you want to throw

the emphasis elsewhere o

 increase the sense o

o lght on certain ground features. ! .
also create the mood of an impending storm or something horrible about to happen.

OLMISLAND
jom (44 x Vi)

2x

Curnutus can appeor light
and airy when set against

a blue sky, or dark, angry
and threatening in towering
masses, and thus are excellent
for setting the mood. Note the
lte change of col

Jfrom the manga h
above the clouds to the wea

cadmiurn orange below
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SILVER LININGS SUNSETS AND FIERY SKIES

Creating silver linings can add sparkle to your skies, Often the cloud sructures are o L Sunsets can make exciting paintings but can appear garish if too many bright
but it is best not to overdo the effect: a few simple too complicated o include reds and yellows are included. Like most things in painting, they usually need
ones tend to work better than g . ‘ o be simplified. Often they are best painted in two or three stages, normally
cloud. It also pays to break them up by making them allowing each stage to dry bef oing on to the next. You need to fix clearly in

inl

ermittent rather than continuous for long stretches your mind the exact point where the sun will be, whether you are including it or
not. This helps you to determine if any silver lining will appear at the top or the
bottom of a cloud, for example, or when rays of sunshine are emanating from
ticular point. Note that distant objects on or near the horizon are usually

starting to get lost in strong atmosphere, while closer objects may stand out

across the sky. Try not to make all your silver linings
hard-edged, as including too many hard edges tends
spoil the overall effect,

ap

strongly as sihouetes. trong atmospheric conditions, the horizon may
ear completely and sky will gradually merge into land. With
o play down any strong colours in the land element

very

disay 0 much colour

in the sky, you will nee

Hard edges where cloud is P R AL it sk
‘caughtin direct sunlight Darker tone added inlo Wet wash 1 ver wash o the cloud
bul is painted second as it is
easir (o see the cloud edge

and less awkward, Note the
wash s pained just short of the
cloud edg his part of the

washis kept soft-ed

Accidental hard edges lft
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Darker tone added
while paper sfill wet
e

o reveal the earlier ighter wosh of

he
pencil lines

and i 1o give the strings of horizontal clouds with
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h cluded permanent alizar
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catches snow ridge

NE
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SHAFTS OF SUNLIGHT

A powerful tool for highlighting a centre of interest is a shaft of sunlight, and it is
also useful for breaking up less interesting passages and creating variety. These
can be achieved in a number of ways, and occasionally | employ two different
techniques on the same lighting effect.

Firstly the stopping-out method, as shown in the upper illustration, involves
laying a dark or medium-dark wash across the area where the shafts of light wil
appear, and then immediately lifting out the shafts with a tissue or large damp
brush. To create an authentic-looking light shaft, it is best to repeat the lfting
out process down the centre of the shaft of light so that the beam seems to be
more inense there. The second method employs a stencil technique and this is
done after the dark or medium-dark wash has dried, as in the case of the lower
illustration. Take two strips of thin card or watercolour paper and lay them along
the lines where the shaft of light will appear, one on either side, revealing where
the centre of the shaft will be created. Draw a soft sponge and clean water down
between the two strips of card as many times as are needed to create the shaft,
then dab with a tissue to remove excess water. Reposition the card strips at the
same angle but slightly further out from the centre-line of the shaft, and sponge
again gently. The idea is to create soft edges to the shafs, so one gentle stroke
might be sufficient, otherwise continue until the required result is achieved.

Shafts can also be created by painting them with white gouache. This is best
done on a rough surface, and s an excellent method when painting on tinted
paper. A fourth method, of working negatively with a dark wash down each side
of the sunlight shafts, can also produce the effect desired. When you wish to
include several shafts of light, they should all start from the same point in the sky,
whether you include the sun or not

SHAFTS 08 SUNUIGHTACROSS
AONACH BEAG, SCO'
in his waterc h on cartidae paper
oy main ajecie we o rerd te s
of v g shofs o srshie et
Toptand shdow are cross e o of
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was ssenia s this oo fect
ong.and oso t was
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et i dom . A e
fort, | stopped sketch
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four sket

s phenomenon. Speed
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hing once

SUNBEANS N THE OGWEN VALLEY
mall watercolour of a
‘Snowdonia, Wales, the background mountains
first and allowed o dry. Then a sof,
natural sponge was rubbed diagor e
area where the shoft appea e
of the shaft initilly with thin card, then soffening
the edges caused by the card. Doig these
procedures in this order enobled me to achieve a
Soft ransition at the edges of
Once all this wos dry, | added detais of the trees

and closer cn

GRADUATED SKIES

Graduating your sky washes is a simple and effective way of adding interest and
variety to both the main part of the sky and to small passages between clouds
This is such a common phenomenon in skies that the technique should be in
every artist's repertoire. Note how in the illustration below the sky is really dark
at the top and much lighter where it meets the distant hill. Had | left it as dark
throughout, the hill would be lost in the dark mass. Also, the graduation method
has been used on the crag to throw the emphasis on to the part nearest the
centre of the composition

Graduation is vital if you include the sun in your sky as it can suggest the
intensity of light close to the sun, gradually revealing the sky to become darker,
however slightly, as the distance increases. In the vertical plane, especilly with
almost clear, blue skies you will see the tone graduate from a darker blue at the

top to @ much lighter one at the horizon, although this can depend on the position

of the sun. The trick is to observe these effects when you are out and about, as
you can learn so much even without a sketchbook.

Dasta Bolamy

IRFON VALLEY

19.x 9cm (7% x Thin)

I this Welsh scene, | wante asi
w/.m i sky to throw the attention on fo

and cascade, while suggesting a brooing
cmosphere, The diant hil wos panied

using indigo with a touch of burnt
this had dried, | completely wet the *ky the
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just painted A srong misture of
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sky. | made it extremely dark at the o

e more water (0 the wash lowe
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CREATING A SKY TO COMPLEMENT A LANDSCAPE
W
effect as a whole and not just the two main el
t both sky and landscape equally, and where you position clouds and the light
source may have a profound effect on a landscape feature. It pays to do lttle thumbnail
sketches to ascertain the optimum position for the main clouds and light, and make sure you
do this in conjunction with the ground features. If there is a strong mist, take care not to
have any hard edges on distant objects, as this will jar with the overall impression. Puddles
at also suggest this. Strong directional
o point towards a landscap

2n you consider what type of sky you wish to include with a particular scene, think of the

ments in isolation. The light and atmosphere

will aff

suggest a rainy or showery day, so include clou

clouds, as in the photograph opposite, can be use

BEEFING UP A SKY THAT LACKS IMPACT

EVENING SKY




DRAMATIC SKY

While many skies can be rendered with just a single wash, | shall now
demonstrate a more complicated sky where more than one application is

necessary. You will also see how important it is to re-adjust certain washes

that have strayed too far.

while they are still wet, by using a damp brush to pull out straggles of paint

Saunders Waterford 640gsm (300lb)
Rough watercolour paj
Brushes: squirrel mop, no. 10 round,
6mm (/in) flat, no. 7 round,
no. 1 rigger
Colours: Naples yellow, cadmium
orange, cerulean blue, indigo, cadmium
ellow ochre, cadmium yellow pale
Masking fluid and old brush
Paper tissue
Craft knife

4
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6 Lift out some colour a

5 Cont

7 Tointrode

d

ue painting clou

fts of light and dar
dark clouds in the ce
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12 Use the ro. 1 rigger to paint one
yacht hull in cadmium red, then use a
craft knife blade to tidy up the sails and
0 scratch out ripples in the sea,

The finished painting.

daint the sea using the s
the colour across the paper, leaving tiny white bits to sug
sweep in cadmium yellow pale below the shafts of sunl

uirrel mop and a mix of indigo and cadmium red. p
est sparkles. While this is wet,
. Allow to dry.

11 Remove the m
no. 7 brush. Hint at w:

asking fluid and go over any excess white with indigo and cadmium red on the
ves and darken the bottom of the painting with the same mix.
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ATMOSPHERE

ight is a fundamental requirement for our painting, and with

Lcans\derauon it can be one of the most exciting aspects of
our work, especially when combined with strong atmosphere. In
this section we look at how we see direct light, the riveting power
of cast shadows to suggest sunshine, the magic of reflected light,
shimmering light, the colour of light and how atmospheric conditions
can affect the way we see lighting. The intention is to add something
special to your paintings, often with simple little devices

So often we see dulllifeless watercolours where the lighting is so
flat and boring that however well we have executed the work, it does
not stand out from the crowd. With a lttle thought and know-how,
you will find your paintings given a tremendous lift by the techniques

LIGHT

shown in the following pages. However, don't try to include them all
in one painting, overwhelming the viewer with stunning light effects
all over the composition. If everything sparkles, then nothing will
stand out as a strong focal point

Mood or atmosphere is the icing on the landscape cake. It can
totally transform a scene and inject a sense of power and drama
at the same time. In this section you will see how we can enhance
a‘normal landscape into one conveying the power and beauty of
nature’s finest moods, how we can use it to lose unwanted detail, or
suggest mystery, impending doom, a light, airy afternoon, tranquil
moments and much more.

Mood can be especially effective in highlighting a centre of interest
or suggesting a narrative. The methods that follow will provide you
with the skills to heighten the emotional power of your paintings. You
can completely change the mood of the original scene if you wish. Try
to get out of the habit of always painting fields green, clouds white, or
mud brown - flood the whole composition with a colour mood to suit
your idea, even if it conflicts with the colours we normally assume to
be correct. Those who fail to see pink mud are truly restricting their

imaginative palette
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WARM AND
COOL LIGHT

Colour temperature can be an effective
tool in suggesting the time of day, as
an impression of hot or
cold weather, and this can affect the
whole painting, or just a part, Even
with a snowscape you may wish to put
across a sense of warm evening light
catching

well as giving

nowy features, o a glaze
of permanent alizarin crimson over
those features n

ight work well.If you
want a certain passage in the painti
{0 appear warmer, then paint coo

blues, greys or ¢

eens next to it and
this will intensify the warm colours.

Note that some reds, for example, are
warmer or cooler than other reds, and
50 on. Here

e look at how to su

early morning and late evening by the
quality of light

BARN

e

AT TRERICKETT

and long sha

r—————

SUGAR LOAF MOUNTAIN IN

FADING LIGHT
x Bt

< 0 strong sense

cting on fimestone crags

LAYING GLAZES TO INCREASE LIGHT EFFECTS

A transparent glaze washed across

art of the painting that has thoroughly dried
can be an impressive method of subduing that passage or hi
one,

hting an adjacent

5 well as warming or cooling an area. In these illustrations, the glazes also
suggest distance.
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Weak detail applied, then when this had dried, a weak
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COUNTHY LAN USING CAST SHADOWS TO AVOID REPETITION

You will cor er

across many examples of repetitive detail in landscapes, and hows

exciting each bit of detail may be, the overall effect can appear rather uninteresting

f all is included. An excellent way to reduce this repetitive boredom is to wash cast
shadows over part of the scene, whether it is a long line of intricate cliff structure, a
le below, or on

the exa

forest in the midd|
many other instances of elaborate detail

Pick out the most exciting features that you wish to highlight and work a wash round
ing both hard and soft edges to the shadow wash if possible. Either make
t strongly by including extra detal, or make some foreground featt

stance, a mass of buildings, as

art stand

AMMAN

INTRODUCING MANUFACTURED LIGHT
TO INTENSIFY CONTRAST

Many scenes can benefit from altering the strength of tonal ¢
features stand out. Creating a stronger ligh

to make cer

improving or manufacturing a light patch s an excellent teq

o highlight a focal point, and both paintings on this page have been
improved in this way. Sometimes it simply involves leaving the paper
untouched, as with
creating strong darks next to that part. Consider your original source
material carefully before working on the really critical aspects of the
scene, whether you are working from sketches, photographs or out

e cottage roof in the upper illust

ased

in front of the actual scene. Does it need emphasis or inci 3
rast? Maybe try a thumbnail or two of that particular spot in the \ ®

composition. Don't take every scene and paint it exactly as it stands § - »

The light is constantly changing and thus the relationship between al 4 i o "\, o

feat

the vari
in which to exercise your creativity

o constantly changes, so this is a

erb way

e

4 2
ol |
P | ¢

SUMMER TREE




LIGHT FROM VARIOUS
DIRECTIONS

The four images on these pages show
the light source coming from different
directions, and how this can affect the
overall impression. | often change the
direction of the light from that shown
in the original scene, sometimes quite
dramatically, to suit the mood | wish
to create. The stone barn illustration
at the bottom of this page has been

kept deliverately dull o highlight the
problem, when in fact | would normally
spice it up quite a bt

CAMBRIDGESHIRE VILLAGE - SIDE LIT

20 20m 8 x 8

remely useful when depictin
cast shad

t strong but the extreme ends
as they were against re

es
are viewing, 50 one should be

SUMMER LANE - TOP LIT

fro
sirong highlights o
5, vehicles, and so on. Cast

LANE AT EVENING - BACK LIT
13 t2e (5 x ¥k
Backit views can increase the drama and
atmosphere consid

more distont features,
ippear only as silhouettes




INTENSE SUNLIGHT

Capturing intense sunlight is not
too difficult, and as with so much

o do with painting, creating a really
authentic response relies on careful
direct observation. In the first picture
we study direct sunlight and how it
appears to burn out any feature close
o the line of the sun, and at the same
time imparts a powerful orangey-red
glow to the closest features such

as branches. More often, however,
you will be concerned with how
strong sunlight falls on an object or
landscape feature, as in the other two
illustrations. Strong contrast between

lit and shadow areas is, of course, vital,

but also watch out for that shimmering
effect you sometimes see where
shafts of sunlight fall on parts of the
scene, as in the painting opposite,

just above the building and slightly to
its right. Here the edges have been
softened and the contrast between
light and shadow is less intense.

BENI
325 den

ATHMOUNT SINAI

The w!chscr*w(ldﬂ/s‘m‘»m,mrr‘]n“r cks has been accentuated by leaving the tops of the rocks as
white paper to provide sirong contrasts. The sun is slighty o the left in tis painting, and the scen is
back . Nokete et Wit the whic-weshe fod ot ki and on e g
hand side of the rock ust o is left A heat-haze obscures much of the clf

CTTING SUN
i (6 x %)

oking

The power ofthe seting s can each o deta nfeaturss Take care
tly n with

veak, use dark glosses, preferably. ted rather 1
Cos. Mony o h elements ecome shouste ofen with o warm colour ot cosr 1 the
sunlt area.

DOORWAY OF EGLISE SAINT

In this pencil sketch |

UPERE, ARREAU

s thesnse of trsly
strong sunlight alling on the ancient doorway and heighening the
worm nature ofthe stonework. However, avotd putting foo mch

deailinfo on area that s catching sirong sunligh, as it willdefract
Jrom th
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PAINTING THE SUN

Sometimes it can be really effective to include the sun in your painting. It needs
ing very early morning

. and is usually included in scenes dey
p in the centre of your sky, and to increase

careful placer
or towards sunset. Avoid placing i
its effectiveness you can position it directly over a stretch of water to create a

reflection highlight. You may also want to obscure it slightly between tree trunks,

behind bare branches, or with atmosphere or part of a cloud. Sometimes a

stark circle can appear too intrusive. | also lay  thin transparent glaze across it

on occasion, to suggest the sun shining through a thin film of cloud, and this is

especially useful if you wish to reduce the contr
There are a number of ways of rendering the sun. It is the brightest part of your

composition, and your brightest tone in a watercolour painting is the white paper

tself (unless you are working on tinted paper), so it is usually best to keep the
sun as a white orb. Now and then | paint a weak yellow or red across it, usually
only over part of the orb. Often | simply paint the darker sky round the sun, in a
negative manner, but masking fluid is an excellent alternative. You can use a coin
or aplastic stencil that has a variety of circle sizes, or whatever suitable object
comes to hand, to draw the sun with a pencil. You can also lift out a circle from a
damp wash by covering a coin with tissue and pressing it into the wash, but this
as the others.

method will not produce such a brilliantly white imag

EVENING LIGHT, LANDSHIPPING

MAKING THE MOST OF SHADOWS
Cast shadows are by far the most effective way of suggesting
a feeling of sunshine in your painting, so make the most of
them: exaggerate, extend and enlarge them to your advantage
Shadows falling part way across a cliff or a bridge, for

cially exciting. Where you have a lovely

es closer in to give

example, are es|
white house, by all means push those t
yourself an excuse to lay cast shadows over the walls and
roof - it will breathe a little magic into your painting.

1f you feel the shadow before you is too grey and boring,
iven it up with a touch of red into whatever blue you are
cross your already-painted fe
and use them to describe tl

ature

using. Lay these shadows

once it has completely dri
contours, ruts and other variations in the ground. When | am
out working before nature, | try to place all the cast shadows

at around the same time o that they are consistent - it is

surprising how quickly that sun moves round and alters the
angle and size of a shadow.

CLIFFS IN NATAL, SOUTH AFRICA

liffs, bridges or buidi

ALLEY IN PORTOVENERE, ITALY
etch done on the spot in

pook | loved the

number offi involved and one is ry

figures before they get up and move a



REFLECTED LIGHT

ted light is that which bounces off a surface that is i
ien thrown off a white surface such as a white wall, a

Refl strong light, and is a weaker
secondary light. It wor
cloud, or an iceberg for exampl
that colour is also transferred as coloured reflected light.
Reflected light can be
secondary importance or to relieve a rather dull passage, but it
of authenticity in your work. It is a well-used tool by photographers, and you can easiy
alarge piece of white card ¢

4 light, allowing the light source to hit your

es!

ut when strong light bounces
he

not always be visible in a composition.

50 suggests a feeling

practise it on stil lfe by holding
which you wish to project the reflecte
of card and bounce on to the obj

bounces, so position it where it

fective

POLARBEAR

from a few rocks at sea level, al

prominent

source of refected ligh

REFLECTED LIGHT ON
ICEBERGS

ce walls in

brightly in

Direction of

\

q0
d catching direct sunlight

VIA SANTA MARIA, PISA
ur sketch,t

right Note the

light s coming fro
ected light on t

the t




ACCENTUATING
LIGHTING

Both the illustrations on this page were
done on the spot, and | was keen to

make the light areas stand out, firstly

by darkening the skies and trees to
highlight the roofs, and secondly by strong
definition on the buildings. Introducing
powerful contrasts is a superb method of
heightening drama.

COTTAGE AT GOATHLAND, NORTH YORKSHIRE
20 27em (8 x 10%in)
{0 llustrate how to accentuote the

This was carried out on site as a demonstration and | want
fighting, taking it from the mundane to the exciting. The dark trees made the tld roof stand out,
ondcraing o drk sy e b the ef Therearea ruberfsvog ool <ot
‘and 1 have also employed counterchange on the fence and dry-stone wall, where each moves from
Tt o dork. o powerot techriu orcecing drome.

Sky wash applied first, bringing it down to
work around the dome and the light roof

Quite o crowd gathered around.
as I did his ropid water

sketch while siting on the quay.
Iwanted to capture the sirong
mood and intense light faling
building ond the middle
distant water.{ drew with o dark
lour pencil, mostly
nto the wet washes, which is an
excellent method when speed is
vital, as you don't reed to woit for
the washes to dry. The extremely
strong darks n the foreground.
really make the white water stand
ou, adding plenty of drama

foreground vater ! Image drawn into the wet
and he gondols gve 8 sense  Middle istance water and parts o the wash with a dark brown
of drama and depth roof left as bare paper watercolour pencil

TINTED PAPERS

If you wish to create a really strong sense of unity and
mood in a watercolour, then try some on tinted papers.

The Turner Grey paper is no longer made, but the painting
below was done on Blue Lake paper, which is currently
available. With tinted papers, any strong highlights have to
be introduced with white, and my preference is for white
gouache, which has a strong covering power. Both these
scenes depict moonlight, which is always most effective
over water or snow, and involves less detail and colour than
with daylight landscapes. Try to avoid too many highlights.
In each case, the actual colour of the paper is that of the
light area next o the white of the moon. Tinted papers have
a further advantage in that they will encourage you to leave
some of the paper untouched

MOONLIGHT ON THE RIVER

23 29m @ x i)

stll have o few sheets of the old Turner Grey
paver and this was sed o create an atmospheric
mooniight scene of the River Vstwyth in Woes,
The highiights were created with white gouache

LAKE BY MOONLIGHT
Another scene carried out on tinted paper. Everything s
simplfied in moonlight, and it helps i srong highiights
are presen, in the form of water or srow for example.

n




SUNLIGHT & SHADOW

Saunders Wl'Erlord 640gsm (300Ib)
Rough watercolour paper
Capturing a sense of sunlight in a painting can often elude us if we overwork

Erushes squirrel mop, no. 10 round,
the scene. It s vital to keep the painting fresh by using as few brush

round, no. 1 rigger, no. 7 round
Colours: Naples yellow,
cerulean blue, yellow ochre, French
ultramarine, cadmium red, raw umber,
ium orange, Winsor blue (red
shade), cadmium yellow pale

strokes as possible, and if you want to emphasize the sunny nature of a
scene, nothing works better than cast shadows across simple, clean and
uncluttered washes of reasonably bright colours.

1 Draw the scene with a 68 penci
7
i e tr
p and drop i

1 the lowe y anc

up. leaving spac
3 Warm up the lower part of the sky with hen strengther
he sky behind the house with French ultramarine Scmium red on
the no. 10 brush, suggestir X aint the stone of the outbuilding witt
he same then drop ir schre. Paint the fence and th
rack with a pale wash of Napl w and leave the painting fo dry.




7 still using the no. 4 brush, dry-t vix of French ultramarine and cadmium red
{0 create the distant stand of trees, then use the no. 1 rigger to put in a hint of detal




the path with the r
w umber and French ultramarine

i
\
-
11 Paint the ¢ nd burnt umber, using just burnt umber to
ferken it in pl x of burnt umber and French uliramarine to pain
felicate bran e mix and brush to paint architectural detail
the house a ong contrasts between the light outsice of the buildir

15 Paint the wir e on the left with Frenct
Atramarine and raw umber on the no. 4 brust
en drop in yellow ochre. Change to the o 1

with raw umbe

d French ultramarine.







BASIC METHODS OF CREATING ATMOSPHERE

There are numerous methods of enhancing or creating a moody scene, and here
we will look at some of the most powerful ways of injecting that atmospheric
quality into your landscapes. The first thing you should consider is whether the
mood should be light, and airy, or sombre, dark, threatening, tranquil, restless,
perhaps even sinister - in fact whatever you feel most fits your subject and the
manner in which you wish to portray it. Then see if any ideas for moody treatment
in this book and others appeal to you

Unity of colours

Creating a light, airy mood

STONEBRIDGE
Here dr foreground fears et agaist o
high-key background suggest ny.
aiy atospher further emphassed by foks
of white paper appearing in many places, and
especially the top of the bridge parapet

80

TING SUN, LUNOR, EGYPT

With the sun sinking fos, | had ro time (o mess.
about Unity of colours and a limited patette are
vital 1o creating a sense of mood, and this rapid
sketch on cartridge paper is mainly  work of
French ultramarine mixed with cadmium red,
leaving the highfights as untouched paper: For the
warmer part of the sky, | used cadmium orange
plus o touch i the sun, ard also a few splashes
of Naples yellow. The orange wos crudely applied
ot the last minute, and  should have softened off
the lower hal of the sun, but sketching a scene
like this, however crude, will give you excellent
experience at rendering atmospher

Sombre mood

WOODLAND BRIDGE
This small work shows
value of hord and soft edges:

et s s g e
emphasis on o the focc
ot~ the bia
hard edges. This stands out
Wr,u.w st the dork;
n-wet woodlan. | used
Jing i o e e
whites on the bridge detal

Suggesting detail

MAASAI GIRL

mbeini was out collcting water in the Ofkarien
e, Tanzanio, wih her donkeys when we met

. There was much intica rock detal n the
background clfs which | have subdued in places
and completely los i others, especialy around
the figure and her donkeys.




USING ATMOSPHERE TO SUGGEST SPACE
AND DISTANCE

In any landscape the most powerful tool at your disposal for creating a sen:

of space and distance is that of atmospheric or aerial perspective. While cool
s in the distance provided
warmer colours or stronger darks in the foreground. You can see how

colours

cede, you can still paint fairly warm colo

you ha
the effect of strong tones and more highly-defined detail in the foreground of the

Amsterdam watercolour create the sense of depth when just using one colour.

WINDMILLIN AMSTERDAM

arried out

the pho

graph

PENNINE BARNS

dtem (1 x 18
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HAZE AND LIGHT MIST

If you are painting in hot, desert-type scenery, you may
not get mists or fog, but a heat haze is equally effective

at reducing background detail. Utilizing a light haze in
a watercolour is something | do fairly often, otherwise
everything stands out in such stark detail that features
tend to look as though they are running inta each other.

I am particularly fond of the light sea mist that invades
beaches at low level, as in the Solva painting below. Long
beaches with high cliffs are especially good places to find
the phenomenon.

KHAZAREH CANYON, JORDAN

This s a watercolour ske

rekground edges to

natural sponge when

RLY MORNING, SOLVA

inthis

Jeeling of low-lyn

h scene is created by showin

the water




FOG

The best method of depicting fog is the wet-in-wet technique. With strong detail and sharp
edges on foreground features, the foggy effect can be emphasized. The secret is to flood
the paper with a fluid wash over the area where you wish to create fog, then allow it o start
drying. | mix all my washes before starting this process, otherwise the first wash may dry
too much before | am ready. The second application of colour, which in the example below
would be the fainter background trees and the dark area that defines the roofs, must be a
strong mixture with no excess water. Only experience wil show you exactly how damp it
should be, and how long to wait before applying this second wash. You can test the wetness
of the first wash with small dabs of the second colour and check if it is giving you the

desired effect, then go for it once itis just right

PAINTING
gested by
raduoted

ETAIL OF Tt

e damp light s su

of the
the m toned roof that undulates delighif
b

building, a method that adds interes

of
ttering up a passage, and subdued the urge
0 many boards. Note the counterchange on
)y the background tone changing. The
Scene was achieved with the e

piication of washes.

backdrop to th
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FARM ON THE NORTH
IWNS

ond omespherc compestions n
this scene | was mainly interested

in the rusiic barns on the ifl, and
when the painting returned from

framing, [ realisee how much befter
it would have been o have subdued
the formhouse a ile
more emphasis on to the barr

LOSING PART OF A MOUNTAIN IN CLOUD

Obscuring part of a hill or mountain in cloud is an excellent way of creating
atmosphere, breaking up a monotonous ridge, or providing more emphasis to an
adjacent crag or summit that is left clear of cloud. The effect can be achieved in a
number of ways. A common problem occurs at the completion of a painting when
you realise that the continuous sharp-edged ridge would work better had it been
broken up with a puff of cloud or mist. | often sponge out part of the ridge with a
soft sponge and clean water, shielding any important parts with a sheet of paper

The most usual method of creating a mist-shrouded summit is shown here.
Part of the mountain was washed with clean water, which was also taken across
the adjacent sky, and then the mountain colour was drifted into the wet area to
create a soft transition. You may find that you need to redefine an edge by pulling
out colour with a large, damp, round brush while the paper is damp.

A third method is to paint in the summit, crag or feature that you wish to
obscure, but do it faintly and perhaps leave out part of it. When this is dry, lay
clean water over it and the adjacent sky - go well beyond where you think the
water will reach - and then apply a weak wash of the colour for the cloud or mist
This will act as a glaze, allowing the painted feature to show through, but less
distinctly than the rest of the mountain.

O
certain detais, and this i a useful device where
i s too dominant or shows o0 ruch
Inthis watercolour, the summit i partly
ed by cloud. This effct was achieved by
g the re 0 be oscured o
ing the mountain
elps o
with o damp e ryh, and s o
movemert and variation in
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CREATING MIST AMONG CRAGS

When painting a complicated scene like this gully, it is best to break it down into several
stages and not feel overwhelmed by sheer detail. Misty backgrounds wil lack colour variety,
S0 tonal variations applied wet in wet are best, bringing in warmer colours only closer to the
foreground. Simplify as much as you can, including the main features only,

11 applied a wash of Payne’s gray with a touch of burnt 2 When the paper had dried, | paint
umber over the background and running into the sky. 1’ in while the
then almost immediately a darker mixture to suggest the

background crags and to define the wraith of mist, working  of light red to give tral cliff a bit o
wet in wet into the first wash pplied some cobalt blue over the s

|
son

3 | wet the paper
laid & wash info it
then wet tt

mist
piece some further
gullies ar

ractures

er untouched to 3

top right er
reate this softne

crags. Befor
details were

m add

allift. Ther

i in H—mmm

d. | also »m,m e touch

eas, leaving

as white,

ove the ‘n‘? hand cliff and

 transition. |

e com
added

ttle

> def

more
o vital in

MIST AND SUNLIGHT PATCHES

SMOKE AND STEAM

Detal reduced in atmospher

inodice 1o change an therwie ordinary londscape itoon o nnse
mood and mystery.

I atways do at least one thumbnoil s ind
features will appear, how and where they will be i, where 1
will e, and most importantly, how much willbe revealed in that misty

background. Only when | am happy with the arrangement do | begin work

In this painting the backgrou
on dry paper,
dry, | applied a weak wash

Jal was p
e, When this was
d cadmiurn red over the

aving

background, avo
defined rocks, siightly muti
it above the fols. Toking o sronge misure o the same cature,
efined the darker background clff wet in wet, again avoiding the cascade.
Vihen all this was ary, | painted in the waterfall and ol the foreground,
leaving the shadow of utramarine and cadmium red unti the very end.

Steam obliterates detail

STEAM AT MARKHAM COLLIERY

11 1 1 0 grot device when you are
rot ure what s aculy hoppering f some
pointin the painting,

with industrial subjects
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AN ALTERNATIVE METHOD OF
CREATING ATMOSPHERE

Layering s a useful alternative 1o the wet-in-wet technique, especially
where you may wish o suggest a weak, but reasonably sharply defined
background feature.

already painted area, and is invaluable in s

simply a series of layers, or glazes, laid over an
gesting an ethereal mood

i scene, especially
ting | wan
e of atmosphere.

Jorto0 e et ac
in th background, and i he pa
ntroduce

BHAKTAPUR IN EARLY MORNING LIGHT

shapes of the background buildings with wieak blue-grey washes, with o hint
hand side above the soping roof. When these

,,,LS,(, by laying in the
of detal in he

bottom centre and the

alre e building above the four figu

ight one. | repeated

atmospheric mist, Much stronger detal ws then
h

dy painted areas.

i transy

o the

shadows prov

figures were painted, with the ca ing
o suggesting mist, this glazing technigue is ideal for conve

g unity to an area e poiing

RAIN SQUALLS

The glaze technique shown in these stages can create an exciting illusion of a rain squall, but
try it out on your old “faled paintings first to gain confidence

11 painted a weak wash of Naples yellow over the lower

sky and hills, with yellow ochre in t
Ugge r

oal par
while ed
before allowing the paper to dry, | b

blue with a weak touch of burnt sienna into the centre par

of the

2 0On dry paper | la h ultramarine and
burnt sienna to de:

ain | let the paper dry completely before
then wet the sky and hills and dropped a

of French ultramarine and cadmium red into
side, bringing it down over the hills. | kept the

board at a fairly steep and sli
he wash to run down over the hills, like rain sweepin
across the land:

hily diagonal angle to allow

4| painted in the farm detail ang
rees, mainly with raw umber

and French ultramarine, then

the for h burnt umber
and c Practise this




FALLING RAIN

Being too literal can destroy the effect in many paintings, and with falling rain it s vital not to
overstate the impression with strident vertical strokes. A few light strokes against a dark patch
is often quite enough to suggest rain. Likewise, limit the number of ripples caused by raindrops
falling on to a pudde.

RAIN
It s the easiest hing i the wortd to overwork falling rain. There are a number of woys of depicting this, apart from
that of the glaze method shown earler for the distant rain squel. Here we look at how to tackle falling rain close up,
but always remember to economise with the amount of detai.

These strokes were done with a damp fan
brush while the dark wash was stil damp

These aokes were fed ou wih s
mm (2in) flatbrush that was damp,

e ns he e ok et o

probably the least satisactory

Dark strokes applied with a no. 1 igger
while the paper was dry

Lisht e uled ot it o brush
whil the paper was st d

The more prominent sirokes were achieved by White biobs stabbed oul with a craft knife on dry paper
scratching out Wih  craf knfe on ry paper

COBBLI

D LANE, HACKNEY
24 Tsem % x 6in)

There is no better way (o suggest o domp day than
o create reflections on pavements, ideally breaking
them up,as in this small watercolour, with sfivers of
light and the inundations of the partly cobbled sreet,
An umbrella instantly shouts rain, even if you do
ot actually describe the rainfal, as here, ond o
hazy blue-grey backgrourd provides dim, istant
shapes seen through light rain or drizzle.

COLOUR EMPHASIS AND MOOD

When you are considering what sort of mood to apply to a moorland or mountain
peinting, it is important to think about your choice of colours and how the overall
colour effect will influence the viewer's response. At this point | decide whether

the overall impression is to be warm or cool, and if | intend to use tinted paper, the
tint will have a strong bearing on this. In the painting below | chose de Wint paper
because | wanted a warm mood. Note how the slight shadows on the front of the
castle have been achieved not with a cool blue, but a warm red. Don't atways go for
what may seem to be the obvious colour choice,

LAUGHARNE CASTLE
0x 28m (8 x lin)

This watercolour was painted on biscuit-coloured de Wit paper, which is no rmm availabie, The
moody sensation has been created by the fwo dominating colours: the light ochre on the castie, which

was aided by the tnt of the paper, with echoes on ports of the sky and ground, and the murky purple
clouds bilowing in the background. The colours have been heightened in places with dabs of cadmium
red on the castle, cadmium yellow pale on the flat surface of the ground, and Winsor biue on the boats




CREATING TRANQUIL MOODS

While wind, storms and dramatic scenes rely on diagonals and verticl emphasis,
1o convey a sense of peace and tranquility, we need the emphasis to be on a

more horizontal composition.

A g ok

#ar T

Wi

5 2 Bl

N SUMMER

RIVERWYET

To suggest a tranquil mood, it i hard to beat
a reflections, and

combined these (
whole sc

lements and kep
trident vertcals

OCTOBEREVE!

 2icm (5.x 8

9 Jarn
lies in the undergrowth - another

VILLAGE ATMOSPHERE

In a village o town, although you are perhaps
peinting a scene with much less depth than a wide
landscape, you still need to lose background detail
and suggest a sense of space and depth. This can
be achieved by losing most of the detail on features
that are positioned behind other objects, whether
buildings, vehicles or people, regardless of how
clearly you can see the scene.

MORNING LIGHT, BRADWELL
27x 22cm 10} x 8o

 lighting, the ha
catches them c.

y before you p
iculorly if you want

THE ADVANTAGES OF DUST, DIRT
AND SAND

Dust stirred up into the air can be
an effective means of losing detal
and providing a hazy, mysterious
background. Trucks driven across.
the desert or along a dusty track
are generally followed by clouds
of dust, so make use of this effect
whenever you can, as it can also
imply moverent

Rt By




MOUN TAINS

he more uncultivated landscapes of mountain and moor have, down the years,
I held great fascination as subject matter for landscape painters. In the early
days they were seen as places of terror and mystery, the haunts of bandits and the

like, and attracting dramatic descriptions such as ‘the horrid graces of wilderness’

as Lord Shaftesbury put it in 1709. He was actually eulogizing on the beauty of
raw nature.

I this section we are not just concerned with the savage places, but chiefly the
outstanding scenery encompassed within the mountain and moorland environment.
Much of the techniques and examples are applicable to lowland landscapes, of
course, but in the mountains you are far more likely to find rustic subjects such as
ancient dwellings, rutted cart-tracks (yes, even ruts can have tremendous visual
appeal) and colourful characters, and where better to find waterfalls and tumbling,
rocky streams that are delightful companions as you seek that ideal subject?

LACKMOUNT




Trees are often shown as a centre of interest, or as a supporting feature. They can also provide
asense of calm and shelter in an otherwise savage mountain landscape. Whether they are
seen as an individual specimen or as a mass running down a mountainside, keep them simple
and avoid trying to include every leaf and branch. Trees are also excellent when used to break

up long horizontal or diagonal lines, such as the far shore of a lake.

FIVE COMMON MOUNTAIN TREES

Many different species of trees adorn mountains and moorlands, but these five are especially
useful. They can be added to wild landscapes to enhance the composition, or as a centre of
interest. These examples can be introduced individually or in groups

THORN TREE
se small rees, with their contorted,
fance a comp eleve the monolo
ateresre o enieof et [k o s e o ek up g

5, the rigger brush is unparalleled for the
i brnches 4 11 eosy o hve oo much wale o o on the bnsh, et 1
on scrap paper first, wirling it across the surface to find the right sirength and
tency of paint, and to achieve o fine poirt.

ing bran

ore 5o useful
a dry-stone wal, or to support

5. With winler t

LARCH INWINTER

e of the '{'rrgu“mu can provide an e
ot white @ stand of several of them makes a sp et conte o

ROWAN TREE ORMOUNTAIN ASH

7 ofen e sen rowing ut f cifs o
rocks, and are useful

punctuctebare mountain
slopes where they grow at quite high alttude. In
September their bright red berres flourish and.
(0 add a splash of colour to a scene.

and crags, or

can be use

CONIFERS

Confers are usually seen as a mass, but it's worth picking out Alone or in stans, the
or two specimens at the edges of the mass and giving thern as a focal point in many scenes, thei at
more shape. They can vary considerably in ize and shape, and et pecimars torty v bancoes e s

are useful 0 support or highlight ofher features in o scene. The

specimen shown here s o Norway spruce

MASSED TREES

Large areas of mountainsides are often cloaked in masses of conifers
These areas need not be as daunting as you might think. Usually the
underlying ridges and gullies are betrayed by the rise and fall of the lines.
of conifers and we can use this to advantage. Where such a ridge runs
down, the trees can be given a little more prominence, such as a slightly
darker row. You can soften the darker wash at the bottom to join the
main mass. You only need one or two of these ridges of trees, or perhaps
three on a particularly large area. These can be further enhanced by mist,
nlight or shadow, which are especially effective for breaking up large
tree masses. Dropping other colours into the wash while it is wet also
works well with autumnal colours. These masses can also be broken up

with one or two prominent crags rising out of the mass. Normally the
rocks on such crags are lighter in tone than the surrounding conifers.

A refinement on this would be to iberately highlight a handful of pine
trees at the top of the crag.

& o sense of atmosphere | havefost miich of the tree detal beyond the tal e on
e it wl I red in a mainly flat wash with ony siight




Water can bring life to your landscapes and in the mountains and moors we are
lucky in having such a variety of tumbling water courses that include waterfalls,
minor cascades, sparkling streams bubbling over a rocky water course and deep
pools, sometimes crystal clear and sometimes dark and sombre.

REFLECTIONS

Reflections can be depicted either by the wet-into-wet technique or by layering
colours one on top of the other once the bottom one has dried. Most of the time |
use the former, as in the Moorland Cascade painting, opposite. This invlves laying
the initial wash and waiting for it to reach a state of optimum dampness before it
dries completely, before applying the reflection colour which must be barely damp,
otherwise too much water will cause a runback to form when you drop it nto the
already-laid wash. As outlined opposite, this often needs adjustment

‘The layering technique simply involves laying a wash representing the shape, tone
and colour of the reflection, letting it dry, then overlaying a transparent wash over the
area covered by the water. Sometimes more than one wash is needed to describe a
variety of reflections within the area before the final overlaid wash is applied

REFLECTIONS IN A LAKE
The sparkle ffect i easier to achieve f you use
Rough paper, but resist the tempation to put

it all over

brush, ar

MOORLAND

28em 7 x

CAS

Mooriand cascades and pools
make o delighiful compositon.
‘Sometimes [ add a thorn or rowan
iree beside the coscade, but here

it has suficient interest with rocks
and turmbling water: The contrast
of hard-edged, dark rocks against
the lighter water works well fo
highiight the water. The foreground.
reflections were achieved with the
wet-into-wet method by dropping
in the dork reflctions while the
ool was sil damp. As so often
happens, the refictions spread out
00 for and  had o curb them with
a damp brush which  had dipped
in clean water and then wiped on @
paper

TACKLING DIFFERENT TYPES OF WATER

The stretch of water you are painting might have several different types of wi
placid, rippled or cascading, and bringing them together can be a probler

er. sparklin

TEIGNHEAD CLAPPER
BRIDGE



STREAM IN SPATE

TUMBLING CASCADE

BRIDGE ON THE RIVER ARTRO

In this water




Rocks and crags

As a painter you cannot take mountains seriously without tackling rocks.
These can take many forms, some shapely, others simply a crumbling mess.

It pays to concentrate on the more handsome specimens that appeal to you,
and although sometimes you have to include ones that are less appealing, you
can subdue these and highlight an adjacent passage. Before you start painting
rocks, consider the colour ~ is the area you are about to work on just one
colour or is it variegated? Lok for the main shadows, then the fracture lines,
and with crags and cliffs, the fault structure. Is the main line of fault vertical,
horizontal or diagonal in varying degrees? Usually you will see a tendency for
the fracture lines to run in one of these directions, and translating this on to

described below.

SUNLIT CRAGS
When painting rock scenery,
ucture. Often there is a strong bias in
these roctures hoizontal, dagona o
195 we see a definite

your painting can give your work a sense of authenticity.

MAKING ROCKS GROW OUT OF THE GROUND

There is a danger that rocks will look as though they are plonked on top of the
ground, rather than being embedded in it. This can be avoided using the method

VOLCANIC ROCK PINNACLES, ICELAND e
Al the edges are hard in this sketch, except the %

bottom ones where the

ecured o the clf

K window,

DARTMOOR TORS
20 30.5cm (8x 12
These granite tors and their satlite
boulders look as though t

rouin it o te g

y avoid
fine ot rock nd ther
of the ground colour up into the tor; o
bringing it down into the ground below

phass from bottom et [ top

the face devoid of too much detail. I t
watercolour sketch | have resisted the urge

t detailon the more distant s in
that they ar

order (0 suggest

BOULDERS AND LOOSE ROCKS

Boulder fields and scree can be daunting to render as there are so many
individual shapes. Much simplification can be achieved by reducing the number

of those shapes, losing edges, just suggesting some definition and leaving quiet
areas. It also helps to break up the monotony of massed boulders with bushes, an
occasional tree, a fallen trunk, or even an animal. One device | often employ is to
lay a transparent shadow across part of the boulder field - French ultramarine
and cadmium red works well. It is also a good idea to highlight one or two
boulders, thus varying the emphasis.

TACKLING A ROCKY GORGE
T trs st ctcig e P ifs s 0 pencrae o h | 3
Dot of s e e Vadi Nokhar in Oman, and ofen e

emptton’s o ot toodork I ploces ke 1, I

watch for strong reflected lght creating suble highiights
W e o o FOREGROUND ROCKS AND BOULDERS
here the gorge disappears round o ber, { have kep! the i
{ » e making the closer face much Stronger i tore. i e i i i e koo s e o i ¢ 2
Tintended the word ‘face to mean rock fuce, but | see there i also highiight the tops of the boulders, whie the bottoms are aded into the ground =
F @ profie of a human fuce d hal point one of three in the skefch. | s hereare ther rocks i fron. Some re euncie, some anguor ond
o flen e provies e elie from the mass of rock shapes. f you wis ¢

included Jenry at the b
immense scale of

ders further, then drop
them while they are s

camum ed

ol sich syl oo o
we gives o convincing appearance.




Moorland scenes

Moors can range from pleasant valleys to dreary, high, mist-clad acres of peat-hags, with some hills

rising to almost mountainous proportions, capped by rocky tors and outcrops. Out on the high moors
you occasionally come across little gems, perhaps a stone packhorse bridge over a tumbling stream,
or some shapely crags rising above the surface of a heathery slope. Here we will look at how even the
more mundane parts of the moor can be livened up, starting with a simple rendition of a moorland

scene using broad washes i three easy stages.

KING'S TOR

1 Firstly | laid a weak wash of
cadmium yellow pale over y
bringing it down over most of the
paper. When the dry,
I'applied the distant ridge using
& fairly weak
Ultramarine and Indian red, and
flened the wash off at the botiom

104

Once the paper had dried
completely, | re-wet the whole
surface ~m dropped in a strong
mix of burnt umber and French’
ultramarine over the sky, allowing it
er pm of the disiant
added

3 For the main tor | painted a wash of
\ger French ultramarine and Indian
ed, dropping in a e yellow ochre,
then some light red below the rocks,
blending it all in. Then | painted the
foreground racks, while the thorn tree
was rendered with a rigger. The dark
< were applied using a mixture
of French ultramarine and burnt umber
Some Indian red was dropped

CREATING MOORLAND TEXTURES WITH WAX RESIST

One superb method of suggesting rough textures or intermittent snow on the ground, is by using
a candle or wax crayon to create a resist. Wax repels watercolour washes and on Rough paper
the textural effect will be even more pronounced. Lay the wax on first, then apply the wash
over the top. While you will not get highly accurate detail with this technique, it gives spontaneity
and an uninhibited appearance. If you want o suggest snow, use white or off-white wax, but
otherwise any colour can be sed. Try this out on scrap paper first before you commit to it in
your full watercolour painting.

170 sugge:
candle across the paper in a shallow
then applied a wash of blue-grey across it. Part way into
ndle wax ares, | inroduced some yellow ochre and
At this down 10 the foreground area. The wax resists
relour to create the required effect

f a moor partly covered in snow, | dragged
diagonal for the slope.

and trees have been added to cormplte the
n the candle wax, | avoided
were to appear

2 The cottag
scene. Naturally, when laying
the area where these featur

MOOD AND COLOUR
20x 30.5cm (8 x 12n

Emphasizing strong colours can bring o painting
o {fe.In this painting, the various diagonal
washes of light red: yellow ochre and cadmium
yellows pale across the background siope overlap.
After applying a mix o light red and French
ultramarine to the crags,  brought a sightly
weaker version of this mix down diagonaly over
part of the yellow ockre and light red in a rapid,
dry-brush fashion, suggesting rough ground.

The moody sky was begun with a flid wash
of Naples yellow across the lefi-hand half,
Jolloveed immediately by o medium-tone wash
of ndion red and French ultramarine over the
right-hand sky,toking it across the top o the let.
Withoot puse, hen i  songer verson
ame colours {0 form the darkes! clouds
ot et e e el e et
Unusualy the sky was done ofter  had painfed

The crags were painted after the sky had dried.
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CHAPEL LE DALE >

When painting a snow scene like this one in Chapel le Dale, Yorkshire,

try to introduce some warm colours to avoid an overall cold result.

Saunders Waterford High
White, 300gsm (140lb) Not watercolour paper
Brushes: squirrel mop, no. 7 and
no. 4 round, no. 1 rigger, no. 1 round and

This can be done in the sky, reflections, vegetation or in a building; CALTONS

In this demonstration I show how to add warm reds and yellows to a
winter moorland landscape

1 Draw

Colours: Naples yellow, cadmium yellow pale,
cadmium red, French ultramarine, cobalt
blue, yellow ochre, burnt umber

Paper fissue

e
2 Use the squirrel mop to paint a touch 3 Drop in ultramarine around the
of Naples yellow around a central white 5f the sky, then a mix of
- irop in cadmium yellow pale, ther astrc Tix of 1 me colours at
& dmium red. th y edges of the sky.
7
i
e no. 7 round brush to soften the i colow S Paint tant moorland with a mix of ultramarine
te area. E e a clear h with € ind cadmium red, then u am burnt umber ar
orush to paint a wash of NOwW- vered area further forward:

7 u
b
i

down

f ultrar
2. Drop in yellow

Upwards, creair

wet. Dray
from the cra

ure, Or
f ultram
1 with tF




%_ AirPods Pro de Gabri
Conectados

v gy o

CHAPEL LEDALE |

uliramarine and cadmiur red acro

Saunders Waterford High inthecentre. Feher the carker area of wih clean vt
White, 300gsm (1401b) Not watercolour paper

When painting a snow scene like this one in Chapel le Dale, Yorkshire, o e

Brushes; squirrel mop, no. 7 and

no. 4 round, no. 1 rigger, no. 1 round and

This can be done in the sky, reflections, vegetation or in a building; G TN -
Colours: Naples yellow, cadmium yellow pale, :

In this demonstration | show how to add warm reds and yellows to a oo e e

winter moorland landscape blue, yellow ochre, burnt umber

try to introduce some warm colours to avoid an overall cold result.

Paper fissue

B |
¥ n

7 7
c w S the sky, then f
e in the sky, then while this is wet,  uitramarine and cadmium red, and ther A
i - irop in cadmium yellow pale, ther astre Tix of 1 me colours at 2 9

1 0raw dmiur 1. th y ed of the sky.
7 Use the no. 4 round with a weak mix of ultramarine and 8 Use the point of
burnt umber to paint the building. Drop in yellow i and burnt umber
lower down and this will spread upwards, creaing textur uggesting the structure. Or
Allow to dr wet. Drag a mixture of ultramarine and cadmium red down

from the cra link it with the house and create texture

7
i
4 Change to the no. 7 round brush to soften the i colour S Paint tant moorland with a mix of ultramarine
nto the dry white area. Then use a clean brush with wate nd cadmium red, then se & mix of burnt umber ar

now-covered area further forward:
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11 Use the same brush and mix to paint the continuation o
and another wall coming to meet it. Then use the
o ) ultramarine and cadmium re

t with clean water. Pain
e undulating land.
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14 Strengthen the chimneys witt
1, ther
t

tramarine and burnt umb
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16 Define tr

17 Darken the lef
right-hand sides c
uliramarine ar

hwh' ea of the
use the no. 1 rige
v 1o suggest gras
min places wih b

1d ultramarine
p— 6mm Cain) flat
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Mountain scenes

Mountains can be painted with you nowhere near the subject. In this

chapter we take a closer look at them, as well as paint them in the distance.
Often, even climbing just a few hundred metres up a path will offer you
amuch improved perspective, and give you a more intimate relationship
with rocks and crags. If you are painting a portrait of a particular mountain,
often the optimum viewpoint is around halfway up the opposite mountain.

I cannot emphasize enough how important it is to move around to seek
out the best angle to paint your subject. Ask yourself questions such as,
‘Should | move further away from the shepherd’s hut to give it a greater
sense of isolation, or is it more important to show up the textures on the
stone wall?’; ‘Do | want to emphasize the savagery of this place by including
only boulders and crags in the foreground, or would a softer approach with
trees suit it better?'; Is this viewpoint dramatic enough or should | move
closer to the abyss to highlight the sublime nature of the place?’ Whatever
your choice, make sure you at least photograph each of the possibilities so
that you have a record of them all.

=

BEN CHALLIUM, SCOTLAND
This water
a classic mount

the vally. with the peakinthe distance and @

stream leading into the compositon. Part of the
highted by

wards the top let, then

s back towards the summit. A foreground

it was

Tongdingonals coming down fiom e e
gt sie Ny ol degora spes n
the sketch meet a the foot of the mountain and

Twoutd o v
incluling a deep pool

stream, possibly by
h reflections,

AirPods Pro de Gabri

MOUNTAIN
PERSPECTIVE « Warm colours (red, orange

Nowhere is the sense of space and and so on) in the foreground
distance more obvious than in the high « Cool colours (blues, greys,
mountains, as demonstrated in the greens) in the distance

ne shown below, Stronger, darker tones close
to the viewer

Lighter tones further away
Stronger detail in
theforeground

Hardly any detal in
thedistance

Larger objects (e.g, trees,
clouds, people) closer to

the viewer

Roads, tracks, streams

and walls narrowing as.
theyrecede.

Suggesting depth

High level perspective and composition

In normal landscape painting, the height of the viewpoint often does not matter,
but in the mountains it can be critical, as seen here. Two of these watercolours
of the Cuilln Ridge on Skye, one of the Western lsles of Scotland, show poor
composition which detracts from the result in numerous ways.

CUILLINRIDGE | CUILLIN RIDGE.

At high level,the height that the artist works from  Here | have moved further let along the ridge

a cal as well as the angle. I this i 10 bring the peak forming the focal point into This hmyﬁhn’mmymmﬂmv which fel ks
the m Squrr Thormaid,thefocol  the centre, but as wel as being too cenral the best It he handsone fine of the

point i too far 10 the cft and qite lows in the bt ek s declybelow the ch i e Cuin ’:m"/r/up/w//m'ﬂmrrval‘

picture: not the ideal compositon. distant twin summits. Coinci Tl e ot
houtd be avoded | possiie Alhough my ler background. S
iewpoint has increased the height of Squrr of the peak hos added to the drama, and | elt
Thormaid,the composit e ausment il s wie
Athough lo
s a Shepe m.wl dness ha
centre of interest, but is would

avail i it were not for the

on the peak.

ight
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RENDERING MOUNTAIN SLOPES

The sides of mountains are so varied, cavered in massed conifers in lower parts, clifs,

crags and boulder fields, scree, mixed bushes and scrub, gullies, gorges, ridges and of

course snow slopes. We have covered examples of these elsewhere, but here | want to
tackle that bane of all mountain painters: the bald, uninteresting rounded mountainside,

and turn it into something more appealing.

DETAIL OF LOCH PITYOULISH PAINT!

The rumbering indicates the order of woring,

NG (SHOWN OPPOSITE)

1. A weak wash of French

iramarine/cadmium red wash
while t veas stil wet

over the whol
isible at this po
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i Wi Erench i amarine
and burnt umber /
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he features recede

\
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USING FIGURES TO CREATE A SENSE OF SCALE

Figures can intrude in a painting, especially f not handled sensitively, and it is a good idea to
ask yourself why you wish to include them, and where they will have most effect. If shown
in the immediate foreground they become the main subject of the painting, with the mountain
simply as a backdrop. Further back they give a much better sense of scale to the mountain.
Two or three figures is usually enough ~ the only time | have painted a large group is when
Gepicting a mountain rescue incident or army patrol. Are your figures to be shepherds,
farmers, walkers, climbers, hunters or what? Al these people dress for their particular
pursuit and colour has an important influence on how they are seen.

MOUNTAIN VIEW WITH FIGURES
28 dbcm (1 x 16in)

This painting shows the north face of Carnedd Dofydd, in Snowdonia, Wales. Without th tiny figures, this compostion would
lose ts sense of scale, as well as the centre of iteres!. There is nothing else in this painfing to give any idea of the size of
the mountain - no trees, no houses, no cars, nothing that will give us a clve. By changing the size of fiures in o mountain
‘painting, you can effectively suggest a larger or smaller peak, but you need 1o place them in the middle distance fo give a
reasonably rue sense of height.

16

PAINTING SNOW AND ICE

Snow can graphically bring out the stark delineations of rocks and crags, but depending on
the light, can lose many less obvious features. Photographs of snow scenes can be extremely
deceptive in flat lighting, when all suble tones are lost. Sunshine on snow slopes tends to be
harsh, so | wear neutral-tinted sunglasses. If your eyes are not comfortable with the light, it
drastically affects your tonal judgement

THEWELL OF TH MOON
23x305m Ox
One of the m.m,m i painting snow-covered mountains i in seeing only black and white. This s especially

e angoony dys, without st o bngcolours e Look ar o colurs ok n i g of
Ffyninon Licer - The Wellof the Moon - in North Waes, the important rocks have had cadrmium red dropped into their
basic colour whi sl wet, wvmvqu nem up considerobly,Ligh red and yelow ochre re o ofhr colours fht re
excellent for this purpose. The shadows are important i suggesting the snow siopes and providing releffrom the
contrast of white snow and dark rock. They were achieved with French ultramarine and cadmium red.

Note how snow lies in cracks and uflies and shows up the rocks and crags. The affect of strong winds blowing cloud
Streamers across the upper reaches has been achieved with horizontal brush strokes with a mop brusf, and completed
before the closer cliffs and crags were painted,

The ice on the tarn was achieved by the wet into wet technique. Frsty | floated clear water over the area, then ofter
allowing it to begin drying, | droppe in the vague reflctions with appropriate colours. To achieve the feefing o ice.
avoid pin-sharp refections and use downward strokes of the brush ino a domp surface. f any colour drfs too for
across, simply pull it out with a damyp, clean brush.




GLACIERS

Ice-falls on glaciers provide dramatic scenes, and it is in the crevasses and
breaches in the ice that you wil find the most vivid and exciting blues, greens,
yellows and so on. As the ice formations are constantly changing, you are not
bound to copy each shape faithfully, so there is considerable opportunity to
arrange your composition to suit your needs.

GLACIER STUDY

and Hustrtes the varied tones and
a four in ice can often te astonishing
and it is wor ese strong
supporting a

climb among this arr

of unstable ce towers
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MOUNTAINS FROM

THE VALLEY

In this scene the mountain forms a distant backdrop, so itis
important to avoid too much detail there. You will learn to render
aseries of ridges cloaked in massed conifers, together with the

associated reflections in the lake.

Saunders Waterford 640gsm (300lb)
Not watercolour paper
Brushes: squirrel mop, 13mm (Vain) flat,
0. 7 round, 6mm (%in) flat, no. 4, no. 10
and no. 8 round, no. 1 rigger
and no. 1 round
Colours: cobalt blue, permanent alizarin
crimson, cadmium red, yellow ochre, raw.
umber, new gamboge, cadmium orange,
burnt umber
Paper tissue
Sponge
Scalpel

€
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with the same
ing them shar
sgainst the light
background, then drop in
dmium orange while they

are wet

14 Py
with a spong

18 Use the no. 1 rig; obalt blue and burnt umber to paint th 19 Use the no. 7 brush and raw umber
fracture lines o hind them. Change to the no. 4 round with cobalt blue to paint tree

and paint a darker line of rocks with cobalt blue and raw umber, then drop in ight, then mix burnt umber ar
yellow ochre and allow to dry blue to paint rocks beneath the tr
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‘Saunders Waterford 640gsm (3001b)
Rough watercolour paper
Brushes: squirrel mop, no. 12, no. 10, /
centre of interest, and this is accentuated by strong detail and tonal no. 7 and no. 4 round, no. 1 rigger and Y 4 ¢

e i) flat p =

MOUNTAIN CASCADE

The combination of rocks and tumbling water provides a fascinating

contrasts, bright colours, a lead-in and a backdrop that gives further e s <
emphasis to the falls ultramarine, burnt umber, raw umber, h (“
yellow ochre, burnt sienna, cadmium
yellow pale, cadmium red, perylene
maroon, viridian
Water spray

1 Draw the scen: ly water to _
the sky and mountains using tt RECT e furthe 7 Use the sqirre
quir Hp. then drc it Sponge opina t e yi e
Naples yellow Scalpel { warm-coloured right-hand foregroun worki vely around the trunk of
g the thorn bush. Drop in raw umber wet
into wet
7 9 Use the brust e
? {0 create a textural finish fo
rock with raw umber and
ouch of ultramarine, t

2 Paint the dark cloudy areas of the 3 Define the edge of the peak by lifting 4 Use the no. 7 brush fairly dry, on it

ky wilh ultramarine and burnt umbe out colour with a clean, damp, no. 12 it umber anc
the brush. Paint the next peak with a no. 10 uliramarine to create the scree coming

5 Paint the middle peak, creat i
trong, hard edge and using i



11 Tidy and strengthen the edge of tt 14 Paint the boulders above the
middle peak with the no. using cascade with the no. 7 brush and the
amix of ultramarine and burnt urbe ame

15 sire
tramarir
aint the t
aw um

13 Use the no. 1 rigger and
ultramarine and burnt sienna to
fure lines on the mountain, Allow
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24 Paint rocks i
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30 Mix viridian with cadmium yellow
ale and drop in green around the
thorn bush, then burnt sienna to

imply undergrowt

29 Paint the heather
cascack the no. 1 rigg
umber and ultramarine,
with the no. 4 brust

o the right
brusl

marine, the
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5p in perylene maroor
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SEAS

138

SHORELINES

of techniques and ideas in the following pages. My own work in
watercolour tends towards the more traditional methods of
working, but with the development of so many additives and

exciting new approaches, | have brought in techniques such as

r collage, monoprinting, textural effects and additives that will push
Painting by the sea has always been a popular activity for both the i)
8by Y pop y ) the boundaries of your watercolour painting, You will come across a

occasional painter and the professional. Stting on the beach sketching,

wide selection of skies and moods which you can transfer to your own
asimple dra afé, or pa h ]
working up a simple drawing at a quayside café, or painting on the deck of a compositions. In ater chapters you willfind out how you can improve your
cruise ship makes a pleasurable part of a summer holiday for some, while to compositons, gt the best out ofyour phatographs, and Introduce figures
others it is a year-round activity in all seasons. The combination of painting S e,
h ally therapeutic. It ha )
and enjoying the sea environment s especially therapeutic. It has never D Besgalf hings g itong i peiseiverence you sl And i
been so€asy.t0 Colleck limages of jourown 10 viork.fro;<a |Urgeyoult work progressing even without you realizing, You paint because it gives
go forth with a sketchbook and pencil, alongside a camera or smartphone ) .

you pleasurre, and the aim of this section is to encourage you to enjoy the
and capture those fascinating scenes on the coast.

experience of capturing the fascinating world of sea and shoreline.
Before you go outside, however, this section guides you in how to

tackle the various types of subject found on the coast, so that you gain
experience and confidence in drawing and painting before having to

HAROLDSTON CHINS

undertake these terrifying pleasures. Don't feel you need to create

crashing waves, intricate boat designs, complicated harbour scenes or Medsareas

confusing cliff structures, as there are simple alternatives to each of these.

You are encouraged to begin with the easy approach and gradually build up
your expertise until you are working on more complicated scenes.
Whether you paint in a realistic fashion, or prefer the kind where it is

not really necessary to attach that mast to the boat, you willfind a wealth

BREAKING WAVE
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Coastal features

The best way of learning to paint coastal features is to go out and work directly from

nature. This can be daunting without some prior experience and many folk are not easily

able to get out. This chapter is therefore aimed at introducing you to the problems and

delights of working on these fascinating subjects to give you the confidence to start.

Practise as much as you can, even if you have only ten
minutes before you need to start cooking the evening meal.
Being ready and organized for these spare moments can
make a great difference, and you really don't need several
hours of spare time to push your watercolour knowledge a
lttle further. Keep a few pencils and a cartridge sketchbook
handy for these moments and simply draw the objects
around you, perhaps extending this to drawing model boats
or laying simple washes of watercolour, and experimenting.
1 often cover my drawings and sketches with copious.
notes and diagrams as in the sketch of the cod-liver ol

factory below, which was a rushed affair enhanced later
at base with some tonal work in pencil. Subjects like
this building (below) make for an easier introduction to
landscape work for the beginner because you have a
definite structure before you, and it is much simpler to
render than an amorphous collection of rocks, seaweed

and marine detritus. That can come later when you feel
more confident.

COD-LIVER OIL FACTORY A

e e

draving do

9
i
1, masses of trees, hedgerows o f
B e e e e
youve gained experience.
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PAINTING CLIFFS

The secret to painting cliffs is to study them with a view
1o picking out the most prominent lines of fractures and
shadow areas, how you are going to emphasize the main
colours, where you will suggest most detail, and how the
overall cliff is affected by tones.

Don't try to include everything, as that will make you feel
overwhelmed. Begin with a light pencil drawing, seeking
out the main shapes and deciding where you will put the
emphasis. If there are strong gullies and fracture lines, pick
out the most interesting of these and lightly delineate the
most exciting bits of detail.

Next, think about all the colours you need to paint the
cliff. Prepare those mixtures plus any colours you may
wish to drop into wet washes. Forget about the shadows
for the moment. Begin applying colour washes, starting
with the lightest colours. With watercolours we need
o begin light and gradually work in the darker colours,
laying these over the lighter ones in places. Drop in any
additional colours - perhaps where you see a change in
the rock colour - then allow the whole to dry. Now you
can paint in the shadows. Wait for these to dry, then draw
in the fracture lines with a fine brush or rigger, applying
greater pressure to the brush where you need a wider
fracture line. Introduce any rock detail into the cliff with
medium-size brush such as a no. 6 or 8 round.

Note that cliffs tend to be darker in tone lower down,
where they get washed regularly by the sez, and you
are likely to need to introduce darker tones in this area.

You can do this by

y laying a wash of clear water over the
bottom half of the cliff, and then applying the darker colour
1o this lower area. Do not take it right up to the top of your
wash of clear water, as the intention is to achieve a soft
edge to the darker area

e delveratlychose
in shadow. Fi

ot times 5o have a foirly
able to work out that
 tower is separate from the rest, so | accentuated the spoce
1g the right-hand tower and darkening the right-hand edge of
the lft-hand tower

i and illstrates w
d clf scenery. Firsly strong de
igh above the boat
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USEFUL COLOUR 5
MIXTURES 5

The colour mixtures shown to the right are -
effective for basic sea greys. They range from
light to dark, warm to cool, and | often use two

of the mixtures in the same sea scene, with g z
2 cool mixture in the distance and a warmer, @ g 2
stronger band closer to the foreground. H z B 3
Additionally, while the wash is wet, g i M
Icommonly drop in other colours such as. H A =
cadmium yellow light, yellow ochre or phthalo g H H
blue. These grey mixtures are far from g g
exhaustive and can be achieved with a variety H =

of colours,

PAINTING BEACHES, SURF AND ROCKS

The combination of beaches, surf and rocks can provide the artist with delightful compositions.
Watch for variations in tone and colour on the sand - | often lay a wash of Naples yellow or
yellow ochre and, when that has dried, overlay a colour. | use permanent alizarin crimson
or another red if | feel it needs warming up - sometimes over part, sometimes whole - or a
darker colour if | need a cast shadow. This can be done wet-into-wet, but t's simpler to begin
by overlaying the wash on dry paper.

Note how parts of the beach are more interesting when they are wet and therefore darker.

These are excellent places to emphasize the definition between beach and surf. Try to avoid
having a strong, sharp surf-line all the way across a composition as this will intrude: break it
up by losing it in places, or soften it off with a damp brush. You can do this while the paint is
still wet or leave it until the paper is completely dry.

With surf, keep it simple. Don't ry to include every nuance of tonal deail. Resist the
temptation to include every mini-wave you can see. Gain your experience on gentle waves
1o start with, working up to massive breakers later, as described further into the book. The
painting Dunraven Bay opposite is a good example of what to look for in 2 less complicated
line of surf. As with the beach, it's interesting to drop in a different colour to provide a little
variation in the water. Beach pools and rivulets running into the sea can add interest and
break up monotonous passages, and | often introduce these from other sketches, even if
they are not actually present

Rocks tend to be a lttle easier than moving surf, but need care. Don't feel you have to
cover every square centimetre with detail or fractures, and it is helpful to indicate a slight
change in colour in places: colour changes are usually gradual, fracture lines tend to be
stark. I's good to have fracture lines disappearing into shadow areas in places. There

are many examples of various types and shapes of rock in this book, with a variety of
treatments, so copy some of the examples that appeal to you
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INTRODUCING WATERCOLOUR PENCILS INTO A SKETC
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INTERACTION OF ROCKS AND SEA

This is one of my favourite subjects, especially when wild Atlantic breakers are
hammering the coastline. Water draining off a large rock can be a complicated -
but evocative - subject.

Avoid putting in every minor rivulet cascading down the rock, and instead
concentrate on the outstanding ones, noting where they fall into a shadow area,
At these points | lay on a weak shadow colour with French ultramarine or cobalt
blue, sometimes touching in  little permanent alizarin crimson in order to pick
out these detals.

Always ensure that you have plenty of white cascading water present, by
leaving that part of the paper untouched: these areas form the highlights. The
next stage is to introduce the dark wet rocks, in each case softening off their
bottom edges where they disappear into the water. Finally, note foaming water

at the bottom of the mass of rock, and where the edge gets lost in places.

ROCKY ANVILS

23x46cm @ x 16

The sparkling white spofs below il
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| " PR Composition
; TN for seascapes

To help you achieve a sound composition from your sketch or photograph,
do one or more small studio sketches in pencil, trying a slightly different

layout of the scene each time, with a variety of positions for the focal point.
This focal point is vital to success and is normally placed around one-third
of the way into the painting, both vertically and horizontally, thus giving
you four optimum positions. However, being precise in all this is not vital.
Normally one focal point is best, but you will probably need subsidiary
ones to enhance the balance of the overall layout. Think about creating a
lead-in such as a path, river, wall, a rope linking a boat, or whatever seems
appropriate, leading the viewer from the foreground into the general
position of the centre of interest. Other features such as trees, bushes,
fences, marine objects such as lobster pots or nets, colourful buoys,
seabirds and people can all support the focal point if positioned close by,
50 don't hesitate to move these to your advantage

pest tovial cont
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CRAIL HARBOUR

The lovely old harbour at Crail has much to offer the artist, but
whichever way you look the view is rather complicated. My aim
here was to create a sunny aspect, with the background buildings
reduced in detail with a hazy approach. The lower buildings, with
their crow-stepped gables (where steps run up alongside the ends
of the roof), make for an attractive focal point
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Saunders Waterford 640gsm (30015) Rough
‘watercolour paper
Brushes: Synthetic no. 10 mixing brush;
large squirrel mop; no. 8 round; no. 3 round;
10,10 round; no. & round; no. rigger;
6mm (in) flat synthetic; no. 1 round
Colours: Nickel fitanate yellow; quinacridone
gold; sodalite genuine; French ultramarine;
yellow ochre; transparent red oxide;
permanent orange; burnt umber;
green apatite genuine; cadmium red
edium hue; moonglows light red;
phthalocyanine biue
4B pencil
Masking fluid and old rigger brush
White gouache
Scalpel

1 Referring to your photographs and initial
sketch, use a 4B pencil fo draw out the scene.
In terms of composition, | want to subdue

the distant background and the large area

of brickwork, while bringing the group of
buildings on the right into focus. |also want

1o introduce some figures to avoid the picture
looking ghostly. You'l notice | have brought the
lobster pots on the left-hand side more into
the picture, in front of the left-hand building.
Iadd the figures at the end, once the rest of
the composition is in place, as they will always
draw the eye to the focal point. When you come:
10 the crow steps (see above), describe a faint
line to guide you, then draw in the steps. Apply
the masking fluid in the areas shown, sing the:
old rigger brush (see inset),

i
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ious, touch them lightly with a finge ften the effe
iry comple
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e & s and main branches of a tree. Dilute the mix and use

W e no. 3 brush to add foliage. Work along the
* B8 wall, using the fip of the 1
Y uches that suggest stonework. Vary tf
e d intc nt ‘

173

172




le keeping thy Vi
e masts and other uprights




TURBULENT LAUNCHING

Int
pain

ucing figures and some wildiife in the forms of seabirds into your coastal

k.

gs will greatly enhance your w

Take e

very o ki
rt in some activity, perhaps working on a boat or mending nets as in the s/

ortunity to sketch people, particularly those working or taking

of two figures at Hastings. It is even more effective if you h:

ve them relating A

to each other in some way, chasing each other thr
hildren, for example, or pe

tehes of Turbulent Launchi
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ely pace once the main action of the figure
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SEABIRDS

While it does suggest a sense of life in a coastal scene,
adding a few quick v-shaped marks in the sky may leave
some arlists unsatisfied. You may wish to make more of the

wildife aspect, especially in natural locations such as cliffs,

rocks, estuaries or surf-line,

Common

aguls are fairly easy as they are happy to
pose for some time, allowing you 1o sketch and photograph
them on boats, rocks, chimney-pots and so on. Cormorants
hang out on rocks close to the shore where you may find

2 pair of binoculars mounted on a tripod more effective

for recording detail. For gannets, puffins, razorbills and

GUILLEMOTS
Gl love to stand around an
they

s and rocks, and whit

robably need a pair
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Jorigin

low ochre and the other end into

i verticallyfrom the top of the rock, needing
pree fimes to cover the The technique worked

the rock wher

tidied up the top of
a short horizontal highlight near the d end 10 add infere

guillemots, all of which make superb focal points on a wild
coastline, you usually need to take a boat out to an island to
find them, which opens up all sorts of exciting possibilities.
Puffins in particular are far from timid and may come
extremely close. Their antics often seem crazy and always
endearing, and they are just about the easiest bird to paint
and create a likeness. Gillemots and razorbills tend to stand
statuesquely on rocks and clif ledges for ages, so they

100 are easy to render. It hel
Gannets are distinctive and when they are not hurtling

b subjects as they sit

have opical assistance.

through the air, they can make s

in groups.

GULLS POSING

d or ages on the beach, on
lse fo sketch, but kee

viou, this is th
e just abou the easiest b

Birds in flight

Generally the best places to view bi

ds in flight are the tops of cliffs, and sometimes
you will find them hovering against a strong wind, which is an ideal situation to

sketch. Find those places where they regularly fly past so that you can draw the bird's
features in stages - in reality using several different birds to create the one image, as
itis almost imy capture all the detail in one pass.

sible 1

s gull was flying into &
rong breeze, so | had ample
[

e 16 draw . 27 PYSrS] pesten o ol
7 e aspect of thei fight attiude e
— Ao h as how head and -
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LONELY CORMORANT |

This demonstration has a cormorant as the focal point; it is all about rocks
and a boisterous sea set against a moody backdrop. When deciding on the
subject, | chose one sketch of cormorants and one of rocks in a different

locati

n, bringing it all together in a studio sketch before working on the
final painting

Many people have trouble painting rocks, so here | introduce an
alternative approach in the form of collage using thin oriental papers,
which contain quite prominent fibres, applied with PVA glue. When using
on heavier papers of 425gsm (200Ib) or

this technique | prefer to p
640gsm (300Ib) weight.

‘ Splashing waves

d in the main drawing, | preferred the rock
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Saunders Waterford 425gsm (20016)
atercolour paper

Brushes: No. 14 round; no. 10 round;
large squirrel mop; 12mm (zin) flat
synthetic; no. 4 round; no. 1 rigger;

old mixing brush

Colours: French ultramarine; cadmium

red medium hue; nickel titanate yellow;

lavender; burnt umber; phihalocyanine
lue; quinacridone sienna
38 pencil and putly eraser
PVA glue and old brush
Scissors and oriental paper
Kitchen paper
0ld toothbrush
White gouache
Scalpel
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All at sea

Working from a boat is not for everyone, even just offshore on a fine

summer’s day, but it does give you an interesting new perspective on the
coastline. You see things that you would not otherwise observe, whether
ona ferry across the channel, a two-hour boat trip round the bay to watch

dolphins, a ten-day cruise, or major expedition to some far-flung coast.

WORKING FROM A BOAT

I've used all sorts of methods of exploring coastlines,
including kayaks, rubber rings and simply treading water

in a wetsuit with a water-resistant sketchbook, but there's
no way | would call myself a sailor, even when | was being
tossed around a small yacht in a wild Arctic storm like a pea
in a boiling cauldron.

Wild Cove, Ramsey fsland was sketched from a powerful
boat on the exposed Atlantic side off Pembrokeshire. These
short trips can give you some excellent material even
when the boat heaves up and down, as in this case. Being
well prepared is half the battle, with simple, uncomplicated
materials to wark with: a full watercolour set and easel
would be difficult to control. Take a pad or two of paper
with some graphite water-soluble pencils, watercolour

pencils and a couple of water brushes. Always having
spares on trips like this is sensible, as things can easily fal
overboard or get lost. Take a plastic bag for your camera
and don't get it out uniil you know which direction the spray
will be coming from (it can stil catch you and drench you in
seawater), but it's less hazardous if you can find shelter in
the lee of the cabin.

On a pleasant day in calm conditions, working with a
simple
are an excellent medium for sketching at sea, especially
as they are easier to control on a rocking boat. You wil
probably need to work quickly if you are close to the shore
as the perspective changes rapidly. Even if the boat is not
under way, it will be moving around with the movement of

tercolour kit can be effective. Watercolour pencils.

the sea, 50 capture the essential features at speed if you can

lter, or once the drawing

2, RAMSEY ISLAND

s shorelne of the isiand
the croft around

is exposed to Atlantic moods which on this day wen
d 50 not the easiest time for sketching. On the plus side, i does e
that dramatic splashes of v

ter and waves make the composition much more interesting
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TACKLING THE COASTLINE FROM THE SEA

Sketching and painting from a lttle off-s
different perspective of the coastline. It usually allows you to manoeuvre into

hore provides the artist with a totally

interesting positions, especially under impressive cliff scenery. However, no
matter how expert the skipy
around, 50 you will find the subject constantly changing. You need to work quickly,
closely observe the tones and
how the surf s interacting with rocks, cliffs and general shorelines. Once you
have your main composition down on paper you can either apply colour or make
colour notes, but it is the tones that will give shape to the features and thus form
the basis of your composition.

Watercolour pencils are extremely versatile on a boat. You need just a few
s black, indi
and sepia. Wetting the applied colours with a water brush does away with the

er is at keeping them on station, boats tend to move

seeking out the important features. In partic

colours, with a

mber of strong darks such

0, grey, dark

own

for a water container. Once you get home, you can finish off the work if you
wish by laying on darker tones. You can, of course, go further, as in the case of
the illustration below, where | have rubbed sandpaper across the tip of a white
pencil over a re-wetted part of a dark area. This has created some lively white
spots of foaming water

The dark area has been rendered with d
watercolour pencils in biue and red,
washed over with a wet brush

1 have superb biending qua

wat can be achieved w

SR

thiner line. | drew on v
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PAINTING SEA AND SKY

Just as with landscape paintings, your composition will benefit enormously if

you support your focal point - in this case the vessel out at sea - with another
feature. Apart from a second craft or the odd oil rig there probably isn't much
you can do other than feature an interesting passage of sea next to the vessel,
plus maybe a suggestion of stronger colour or tonal value nearby. Generally there.
is litle by way of wreckage floating around as there was in the days of Turner
and Bonington, and probably the most you are likely to encounter are sad bits of
plastic. However, the odd seabird might be worth including.
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PAINTING WILD SEAS

Working on the cragey coast of Pembrokeshire has given me countless
opportunities for capturing wild seas and | love working in storms. Actually being
out at sea in such conditions is a different matter, and best avoided at all costs.
The alternative is to witness coastal storms from headlands and cliffs, but take
care to avoid being blown off your feet. If | can't find the shelter of a rock, | tend
to lie or crouch down to keep the sketchbook and myself in low profile. The wind,
however, is relentless and seeks out all your vulnerable spots, so you need loads
of elastic bands and bulldog clips. Make sure you grip the sketchbook firmly.

With perseverance you can record the moving sea using the critical observation
methods described earlier, and back this up with photographs. Watch out for craft
being tossed about offshore in boisterous conditions, and this will give you an
idea of how it would appear in more threatening seas.
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A day by the sea

By now you should have a fair idea about how to tackle some of the many
subjects you are likely to encounter by the sea, and hopefully feel confident
about going out to sketch. It s normal to feel a lttle apprehensive about
working with strangers around, especially in crowded harbours in the
summer season. If you sit on a stool painting, you will be fair game for the
odd onlooker, particularly if you set up an easel and have a large drawing
board. You may find it less daunting to begin by taking along just one or
two small sketchbooks and a few pencils and do a number of drawings
while sitting or standing in less busy spots. People are likely to mistake you
for a government snooper making notes - and thus keep well clear of you.

A busy harbour is probably not the best place to start f you are apprehensive,
though often you can find an outdoor table at a café from where you can sketch
while you sip a cappuccino. People are generally reluctant to approach you while
you are sitting in a café. If you get down into the mud of a harbour at low tide,
chances of being engaged are absolutely minimal. Boatyards, estuaries and quiet
sections of beaches are where you are more likely to be left in peace, especially
when the weather is less than glorious.

The rough sketch of Bunacurry Herbour (see right) was carried out in a few
minutes and is the sort of approach you may like to take initially. It is far from one
of my best but is extremely effective in providing me with a strong composition
from which to work up a painting

CRITICAL OBSERVATION METHODS

Because we do much in life which is routine, our subconscious takes over

and our brain does not have to consciously analyse every decision we make:
changing gears while driving, for example. Similarly, when we are out sketching
familiar objects, we tend not to analyse what we are looking at, and therefore
fall short of making an accurate recording. We need to get into the habit of
critical observation, where you carefully study and analyse the scene before
you make any marks on the paper. Opposite are some starting points and tips.
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« Focal point Determine what is the most interesting and
exciting feature in the scene and position it just off-centre
on your paper, with ample room around it for extending

the surrounding features.

« Initial line Pick out a pronounced line on your selected
feature: perhaps the roof-line of a buiding, the base-line
of a boat (j.e. the waterline f afloat or the kel if lying in
the harbour), or perhaps the horizon line. Start drawing
this lightly in pencil. You will probably find that the line
may be at an angle and not perfectly horizontal, so hold
your pencil at arms length and close one eye, keeping
one end of the pencil appearing to be level with one end
of your selected line. This rough guide is not perfect, but
will help you gain an idea of how much the line slopes, and
therefore ease your perspective concerns. Once your intial
line is established, you can draw in adjacent detail such as
the chimneys, ends of walls, doors, windows, and so on.
Move outwards to include other buildings, vegetation and
whatever is around or in front of your subject.

the white sireams
of water draining off the
rocks after a w

pei i t

Watch how splashes of white
water appear and how useful
they are at breaking up 4
horizantal lines

Here the edge s [ost or sometimes
indefinite when the sea rushes past

« Artistic licence Linear perspective can become
complicated in ports and harbours, and you will find that
in some places ancient buildings simply do not conform
to normal perspective rules and their outlines can appear
odd in this respect. | normally exaggerate any deformed
perspective as it adds character to the subject

« Comparisans Compare everything before you, not just
in size or height, but the tones, how reflected light is
affecting the various adjacent features, and where you
see counterchange (where an object appears light where
itis set against a dark background and darker where it
is set against a bright sky). Carefully study the colours
before you - can you see subtle colours, such as reflected
colours, appearing in part of the scene that were not
obvious at first?

Noting these can enhance your finished work. Many of these
observation methods can be done without your sketchbook,

while you are simply waiting around, and it is helpful to train
yourself in this way at every opportunity.

1 render the changing profile of
the s

Hlow in

as it meefs the rocks

4 i boisterous seas
y much of the agitated
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OBSERVING THE ACTION OF THE SE
Moving water needs careful observation, especially where it

s splling over rocks and creating splashes. Happily the wave
ons are repeated. giving you the opportunity o study an
aciion time and time again until you have captured it on paper;
and then move on to study an adjacent action. The camera is
an extremely helpful support in ths excrcise.
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SKETCHING METHODS

Having discussed how observation is critical to
our response to a subject, and how it gives

—

S —_— ramework on how to render the more complicated

here we look at how to tackle the overall

aspects
composition. Where do we start?
The best way, when looking at a scene for the first time,
\ is to determine which feature interests you most and begin
the sketch with that cenre of interest. Start the drawing with a
strong base line or prominent line on the feature, and work from there.
Study the overall composition for a few moments to ensure you can ft it all
onto your paper, then start drawing lightly. Consider which features will support
your focal point, what may act as a lead-in towards this feature, and which parts
of the scene you should emphasize, and which to play down. Keep things simple
to start. You don't have to put every window in a building or every boat in a
harbour, and you can happily subsitute that gly blasted oak in the middle with
the more handsome specimen you can see off-picture fo the left
Sketching in watercolour is a step furiher, of course, but a very rewarding one,
because it s also a major siep in improving your general watercolour painfing
People tend not to be so tight while sketching in the medium as they are indoors
when confronted with a large sheet of watercolour paper. | regularly work
on good-quality cartridge paper for fast watercolour sketches, as the smooth
paper helps to dry them quickly, but it takes time to learn to control washes on
smooth paper. If you work with a wallor boat behind you, it may help you feel
more secure, as painting with watercolours tends to atiract more interest than
just pencil work in a small sketchbook. Work quickly and don' worry about
mistakes. Make noles in pencil or ink on the skelch and treat it like a working
document. This approach can liberate you from feeling you have to create a
perfect composition

holfof the sketch and

composiion, bu the whole scene was so lovely that |
netimes in cases ke this where

may need (0 strengthen the tonal
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Painting in low light

Working at night-time or in low light
is perfectly possible in harbour areas
especially, and has dvantag

that much detail is lost and the scene
already incorporates a sense of mood.
Colours are more subdued, and you
may well find this easier to work
effectively. | carry a head-torch with
me, which means my hands are free to
work. There are usually fewer people
around to pester you. Tinted paper

is an effective tool in creating these
scenes and those produced by the
Two Rivers company are particularly
good for nocturnes as they are fairly
dark tints,

Don'ttry to include every highlight -
concentrate on two or three at the most,
al point. You
may need to slightly exaggerate the
colours at this point, Naples yellow is
excellent for light patches, especially on
tinted papers, as it is opaque and works
well with touches of white gouache,
which are vital to bring out the highights
on non-white papers

with one as the main f

EVENING AT WALBERSWICK
Low lght et ap
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hat hie the ght come from he i he
left-hand side, because of the shadow

the place, almost ghos

biue boat
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TWILIGHT AT TENBY

light can be a fascinating time to
sketch as it a y reduces the
amount of de ou and almost
forces you to create a moody scere
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FISHGUARD HARBOUR

PEN AND WASH SKETCHING Porand wish 6

Modern pens come in a variety of types, ine sizes and colours, and while it is
hard to beat the style and varied line quality of the traditional dip pens, new
re creating interesting possibilties. If you wish to work outdoors,
of ink around with you has
ve out for other pen types. In

nvaluable, especially

developments a
of course, the bugbear of having to carry a bot
so it is worth keeping an

always been in
addition to the normal type of pen you may find brush-pens
as these can happily wor h paper - most metal tip or fibre-tip pens
work best on smooth paper, such as Hot-pressed watercolour paper or cartridge
ns and these pages show a few

on Rot

paper. | enjoy drawing with a wide range of

examples of working you may like to try,
You can approach pen and wash work in a number of ways. If you are not

skills, carry out an outline drawing lightly i

So confident about your drawi

pencil first, then ink it in. You then have a choice of either leaving it like that and
continuing to the painting stage - which is how | have tackled the Kildavnet Castle
can apply tonal areas with the pen by hatching

sketch (see opposite, top), or yo
or cross-hatching as you see in the Fishguard Harbour sketch above.
for a hatching method, creating dark areas with the pen, then all you need to do
at the painting stage is apply washes of watercolour, ignoring the need to create
varied tones at that stage. Howev
without hatching, then you will need to apply watercolour in the normal n

If you opt

", if you simply carry out a line drawing in pen
anner

including stronger tones with your washes.
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MYKONOS
HARBOUR

After considering my initial sketch of the church (see below),

I wanted to make more of the side where the shadows cast
from the trees emphasized the strong sunlight. | also wanted to
make the background more appealing, and to add a boat both to
support the focal point and to break up the shoreline. | drew a
studio sketch partly based on the original one, adding detail from
photographs and a sketch of the boat.

Intial sketch

1 Using a 3B pencil, draw out the scene. Wet the whole sky with clea
water, Using the large squirrel mop. Work over the tap of the mountain
but carefully around the buildings. Change to the no. 6 brush if it helps
you work round the buildings. Using the mop brush, lay in a wash of a sky
mix of lavender and cerulean blue

200

‘Saunders Waterford 425gsm (2001b) Not
watercolour paper, high white
Brushes: Large squirrel mop, no. 6 round,
12mm (4in) flat synthetic, no. 10 round,
0. 4 round, no. 3 round, no. 1 round,
6mm (Yin) synthetic flat
Colours: Lavender, cerulean blue, raw umber,
French ultramarine, cadmium red medium
hue, green apatite genuine, quinacridone gold,
lemon yellow, moonglow, quinacridone red,
quinacridone sienna, yellow ochre,
t

urnt sienna, burnt umber 3 Place the background mountair
38 pencil with 2 dilute wash of raw umber
Jse the no. 10 round brt
Kitchen paper L no. 1 i

4 pdda
la:

ar

ha e
adows o

fium hu
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7 The trees will also cast shadow. Use the side of the no 8 still using the no. 4 round brush, mix raw umber witt paint carefully witt »oint of the no. 3 round b y
rush to make a slightly dr 1pe to the lower left een apatite genuine and use this green mix to paint tf pot some parts that unbalance the fones. You can glaze these to darken them,
e leveloping the texture with the tip, in and amongst the buildings. Add some hints ¢ r use tf mm (2in) synthetic flat brush ar hen paper to lift out a lttle

ridony w the tree in the centre with the no. € paint in orde 7 them (see inset

]
—— |
B

9 v‘mé\r ” ) s
ok Y 4
12 Ac contrasting dark tones near ht cent

area, using a mix of French ultram J burnt umber e

with the und brush. While it i wet, use X > of
rigger to draw the mix up to create the trunks of the

10 Mix lemon ye
spatite genuine f

o
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25 Before starting the sea, | have adde

i Gt S Using h sl h 70 rush oy 30 Add some cargo o th boa e — [——
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SEASON

iving in the UK, we landscape artists are
Lb\essed not only with a wide variety

of landscapes, but with changing seasons

which add further variation to those scenes,
One of the joys of the outdoor artist s visiting
the same scene at different times of year

and finding that that dramatic snow-bound
mountain is now a rich green bathed in sunlight.
While summer days can make for pleasurable
outings in search of landscapes to paint, many
artists find it a difficult time of year with all

that overwhelming greenery, and often superb
subjects are hidden behind massed foliage or
riotous vegetation. In the following pages | will
try to help you overcome these irritations and
make the most of the warmer days.

During winter there is normally a greater
variety of colour and winter trees take ona
different, at times romantic, beauty in their
naked splendour. Winter light i strikingly
different from that of summer, giving the artist
more opportunities for dramatic mood and
heightened accentuation of a motif. Landscapes
transformed under snow offer an excellent
opportunity to study the reflections of light and
colour. The landscape environment is one of
enormous complexity, and deep snow simplifies
this for us.

Working outdoors in the coldest weather has
never been universally popular. Of the French
Impressionists, who took great pains to work
directly from nature, only Monet, Pissarro and

Sisley did any substantial work in the
snow. Monet in particular was a
hardy soul who painted outdoors
in the harshest of winters, and

was sometimes spotted working at his easel
in deep snow, clothed in three overcoats and
gloves, with a heater at his feet. We now have
far more efficient winter clothing and aids to
working outdoors in less than ideal weather, but
I'm not suggesting that you subject yourself

to the bleakest conditions in which to paint or
sketch. There are now easier ways of capturing
the coldest of winter scenes.

This section takes you from painting hot
summer days, through the misty, colourful
scenery of autumn, to making the most of
winter when all is laid bare, and on into the
snow-covered countryside with its quiet beauty
and new challenges. Finally there is a chapter
on springtime with its promise of longer
days and fresh colours. The seasons, both in
topographical detail and weather effects, can
attimes merge into each other, to give us even
in winter some warm, sunny moods amidst raw,
snow-bound landscapes, making it an absolute
joy to be out recording the scenes in sketch
or photographic form. | shall show you how
to capture these moments, making full use of
the lighting — for sometimes the scene is more
about atmosphere and lighting than about a
topographical feature ~ and how to respond to
the original material in your painting at home.

Whether you can't wait to get out sketching
in wild snow flurries, prefer to paint while
picnicking in a summer meadow, or choose to
paint autumn scenes from the comfort of your
home, you should find much to inspire and help
you in the following pages.

AN CEARCALLACH, SCOTTISH HIGHLANDS
i Highland scene, sunlght enhances the warm
a hint of mystery to the background. The summer midg
e evening sunlight makes it a pleasure o be out p
The yellow-orange tints were achieved with ixtures of gom
1 the wine-red massed gs with permanent alizarin cr
entuated with lght red. This is  time when you




Warm summer days are when the majority of landscape
artists enjoy getting outside to seek those subjects that
inspire their work, whether in sketches or photographs.
Strong sunlight can bring the landscape to life, and
many subjects that we might well ignore during the

rest of the year are suddenly infused with a much

more exciting combination of light and shadow. In
this chapter you will learn how to accentuate sunlight
in your paintings, engendering a feeling of summer
warmth and brightening up your foregrounds with wild
flowers and undergrowth. You willalso learn how to
cope with all those overwhelming greens. Be aware,
though, that there are exciting poss|
weather is a lttle bit on the moody side, and these

ilities when the

often produce the best paintings.

COTTAGES NEAR ST DAVIDS
22,3 29m (8% x 1%in), 640g5m (2000 Not paper
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MANAGING SUMMER GREENS

Many summer scenes are dominated by greens of many
shades, and this becomes quite a challenge to the artist

Do you wish to record every nuance of green exactly as it
stands, or maybe paint the same amount of greenery but
use fewer greens? Or should you make changes to suit
yourself, either reducing the amount of green or completely
changing to other colours? The first option is laborious and
unlikely to produce an interesting result. Trying to render
the scene exaclly as it is usually stifles creativity. You need
to inject something of yoursel into the work, and the other
two options offer more excitement and interest. On these
two pages you will see a variety of approaches

e the effct of overwhelming greenery, you can simply avoid using any green in the

reys, with the red.

green cover in Mvg,u‘curom/w breaking it up
g red. A‘mwgh e fetures e
15 such as rocks, stones, p

sent, f you wish (0
5, potches of gravel, o

aly

wide track or whatever might fitinfo the compositon, but ry not to overwork the area. Suwr‘m i cut felds

ot only reduces the impact of the greenery, but also i

piroduces a pleasing variety in the land

MIXING SUMMER GREENS

The spring greens chart on page 277 shows some excellent examples for early summer, but
for warm greens, mix cadmium yellow pale with French ultramarine, cobalt blue or indigo to
extend your range. Substitute cadmium yellow pale with gamboge for even warmer mixes.
Adding a touch of cadmium red into these mixtures will give you even more possibilities.
Green apatite genuine has become my favourite with its rich colour and strong granulations
that suggest foliage without me having to do too much work.

RIVER MELLTE
x10 m (406)

The greens here are in three degrees of colour temperature.In order to

suggest distance,the background ones are blie-green, a mixture of cobalt

w achre. This wash is quite weak fo the furthest bank of

the gorge, but much stronger for the darker
foliage jus w,l/n‘ o cenre above an o h k1 f el unl
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suggest distance
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PAINTING SUMMER TREES

One of the most common failures in painting summer trees is to create what look
like lumps of green dough stuck on a matchstick. This is easy to avoid as shown
in the examples. Try to find trees where the trunk and several main branches
are visible, as these give shape and character. If you can't see any branches,
introduce two or three. Trunks and branches often appear as dark silhouettes,
but it gives the tree more lfe if you add colour while the limb is still wet. Reds,
pinks, yellows and greens work, and sometimes | even drop a touch of phthalo
blue into the dark trunk

osing branches info

nalural appearance

TWISTED OAK
(88, 300gsm (1401 o paper

20x 2

Many ok rees ook ungainly and awkward,
but a lvely matre o, contoted and with
weathered, textured trunk,can be a gem fo the
artst s one grew orizortalyout o a bank
ihen curved upwards, s branches breaking up
theston e of ot ks andbrarches
o ety g

et o
o those that don sutyour pupose. Mosses
and lchens gave way in places {0 naked bark.
creating varied colouring. Much of the background.
was created wit-rto-wet, someimes painting
only part of a trunk to enharce a sense of
mystery. The wet-into-we techrique is xcellen
for woodland backgrounds. The compositon i
vrwheimigy g, patdin e i
a miture o vidian and bloodsto :
with cadmiom yellow pale in paces. Te inense
tich greens f he top and the bottom left were
painted in green apatite geruine

Blobs of light gouache help
tlighter foliage

esitate to cut

Branches and stalks painted
egaiiely povide variation

MATURE TREE IN FULL LE/
You often cannot see trunks or branches in trees with dense fologe
Small blobs to suggest eaves placed just outside the boundary of the
ook like fumps of douigh, and here fve added o few in light green gouache neor

501 add them to give the rce shape.
lioge ensure trees dont

BEECHTREE SKETCH

mes I sketch lone trees where | find good examples, as these con be inserted into @
ing Ths was setced s sring s g il e rewding e o sty
mature trees as you can sl view the branches and trunks among the foliage. | love the way
unight hrows the catshadows of branches aeros he punks. Tese were rendered wet ity
Wet on the right-hard trunk and wet-on-dry on the ef, to compare.
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Birch tree

Birches are distinctive, beautiful trees that can enhance a landscape whether as the
centre of interest or s a supporting feature. Sketch and photograph good specimens as
these can be added to a composition as required. The following two stages will give you
an idea of how to tackle them.

BIRCHTREE STAGE 1 BIRCHTREE FINAL STAGE
d green apatite First [ h clean water, then | dragged tronsparent red.
xide down the centes of the trunks, creating a soft effect. A few drops of
and there. Nex! { painted a misture of French
ultra mium red around the trunks and branches to highiight
e gt agais drk o shadows where the ks g unde he
foliage and spotted dark flecks of French ultramarine and burnt ursber into
he trunks in places. The sketch was finished with white gouache spatter.

drew the outline with a 48 pencil then ap
h cadmium yellow pale.

genine v

mar b v aed
nd.

Using the side of the brush for foliage Spotting individual leaves

brush should not b too wet for this technigue. Holding it n it side Using o smalt brush, dab on individual leaves or clumps beyond the main
ards over the paper 1o create textured mass of the tree. This helps to create a much more realistic effect.

drag the belly of the brush dowrnw
clumps of foliage.
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LAKELAND
WATERFALL

Masses of foliage from many trees can create confusion, so here | show

how using a combination of misty effects and strong granulating colour can
simplify this natural chaos. Often with background mist like this, | hint at
wet-into-wet tree shapes in the background, but here Pve kept it simple with
green apatite genuine. If you don't have this colour, mix French ultramarine
and cadmium yellow pale, working a darker colour such as raw umber into
the ultramarine where you want a darker area.

2 M ome leaves with r
d and an old brush. Paint
water over ound v
el mop, then drop in green
apatite genuine, which will granul
eating textured effe
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‘Saunders Waterford 640gsm (300lb)
Rough watercolour paper
Brushes: Squirrel mop, no. 8,

0. 6 and no. 10 round, rigger,
13mm (in) flat
Colours: Green apatite genuine,
cadmium yellow medium hue,
alizarin crimson, yellow ochre, cobalt
blue, burnt umber, French ultramarine,
zoisite genuine, transparent red oxide,
nickel titanate yellow, Aussie red gold,
sodalite genuine
Masking fluid, old brush, 58 pencil

Toothbrush, paper mask, scalpel -




12 Reinforce the fz
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am with the no. 6 brush and
burnt umber. Drop in
ochre and alizarin crimson.  an

the back of the stream in paint &

24 Work on the foliage on the left with green apatit
1dd sodalite

tails. Mix soda
s with the rigger

nuine 1o the mix o tighten up

enuine and burnt umber to

29 Use the rigg
the rock o
the lit side

ine and burnt umber to paint 30 With the no. 6 brush, paint stones in t
yellow ochre, then paint  Frenct ne and a lttle burnt umber
yellow ochre and alizarin crimson to create

n details in the rock with ¢
er, then paint fi line
sie red gold with the no. 8 brush
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LIMITED COLOURS FOR MOOD

Alimited palette creates a feeling of unity, mood and drama. Backiighting will accentuate this.
The painting can appear dul if you are using muted colours. Ensuring that you have really
strong tonal contrasts, especilly around the focal point, will add interest.

RIVERUSK
18.x 24cm (7 9

er with French ultramarine and 32 Use a scalpel to flick out wm highlights from the cadmium red, bringing in @
5. Use the no. 6 brush to add colour splashing water at thy terfall, then scratch out touch J/m nate yellow down
the centre. The misly background

a d the painting within a mount.  horizontal ripples
e derk water 1o the right by wettin ides o of it 4
1 ltramarine and aplied nickel ttanate yellow onto

with sodalite the tree masses. The
trees were s

1 a sponge ar
burnt umber. | darke
genuine and green apatite

genine and cadmium yellow
light. The shadows were created
with unar
e, and the dark

The finished paintig.




SPOT COLOUR AND INTENSE LIGHT

Sometimes you may wish to create e
a warm patch of colour around your
focal point, and often a spot of colour
will suffice to lift a painting and
completely change the mood. Don't
hesitate to exaggerate the warmth of
the colour.

When you want to suggest a scene
bathed in brilliant sunshine, reduce
detail, as intense light tends to bleach
t out. If you include all these effects

for creating a sunny subject, it will
suggest a hot day. Strong tonal
contrasts and cast shadows also
enhance this

CRESSWELL QUAY

0.5cm @ 2l 300gsm (4016 Not pope

Where there is an overwhelming amo

colour to breathe [fe info the wortk. Here

ABINGER HAMMER

CONTROLLED LIGHTING

el tower, I i

most o the greens worr

sheer faces drop

TECHNIQUES FOR SUMMER

MIXED MEDIA FOREGROUNDS

ou
PAINTING KNIFE

Here the i is scraped sideways in a
damp, dork wash, removing an area of pairt
o suggest lighter vegesation or stones.




MOOR IN SUMMER

In this demonstration | show a simple approach to a North York Moors
scene, with a misty background and weak sunlight falling on the focal
point. The majority of buildings in this region have orange-tiled roofs,
which | am keen to portray as it llustrates the local character. You may

wish to use a lighter weight of paper than the heavy 640gsm (300Ib)
based on a pencil sketch | did

sheet | have worked on. The composition

in an AS (21x 15cm/8% x S%in) cartridge sketchbook.

ve fluid applied with ar

of nickel titanate
ighter streak in the sky

painting to dry naturally.

226

Saunders Waterford 640gsm (300lb)
Rough watercolour paper
Brushes: Squirrel mop, no. 6, no. 1 and
no. 8 round, 6mm (Vin) flat,
angled fat,rigger
Colours: Sodalite genuine, lunar blue,
nickel itanate yellow, yellow ochre,
transparent red oxide, cadmium red,
green apatite genuine, cadmium yellow
medium hue, cobalt blue, French
ultramarine, burnt umber, zoisite
genuine, Aussie red gold, alizarin
crimson, titanium white gouache
Masking fluid, old brush, 5B pencil, wax
candte, toothbrush, paper mask, plant
e

Painting knife and scalpel

Ty
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-
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Wz
L 4
6 Dal tite genuine int
. cli from the | ray
1 ckled texture, the
_
Si
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4
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9 When the painting is ry, rub off the m:
) clean finger. Tidy the edges with a damp ¢
brush. Paint the 56 ar imne
then transparent red oxide
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negatively around them wilh zoisite genuine and

e on an old no. 8 bru v
Add alizarin crimson.

t
te genuine to do hre in places. Subdue the textu

1

6 At this point | noted that the
h in front of the house didrit
ut well, so | removed some

ur with a damp 6m flat
rush. Drop in ¢
medium hue with a no. 8 bru:




28 Scratch out g s with the tip of the scalpel. 29 Tidy the w th the rigger and whie gouache
Finally paint a w from the chimney with zoi
genuine to complete the effect of bright sunlight

22 Use the point of a painting knife to scratch out
more texture

The finished painting.

he wet colou the no. 8 brush and zoisite genu
the foreground. Allow 1o dry.

rigger and pair
then dot in the flo




Astrees shed their leaves, it is a great opportunity for
the landscape artist, with all that massed green foliage
being replaced by exciting colours and the interesting
bare structure of trunks and branches. Early snowfall
can sometimes cloak distant hills and mountains,

yet vivid autumn colours are still resplendent in the
foreground, providing an exciting combination. It really
pays to be ready to capture the transient scenes at this
time of year with some potential paintings in mind, as
gales and storms can quickly change the state of trees
in autumn. Certain local trees can put on a spectacular

MISTY SCENES
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display of colour every year, so watch out for these.
Of course, once you have captured these beautiful
days, its fairly easy to transform your original autumn
sketches and photographs into a composition with a
snowy background, or vice versa. Changing the season
i this way can offer you fascinating new possibilities
with a favourite subject. In this chapter we look at
these autumn colours which can linger well into the
depths of winter. We will also consider some of the
lovely atmospheric effects we can encounter at this

time of year.

WEST BURTON FORCE
2835 ah

d in which point s added
ly the most
e, but in

The wet-into-wet met
into o wash that s sif wet s norn
effctive way of suggesting a misty
this watercolour | have used two technigues os
sting varying degrees of mist, I the
ectly above the more distant waterfal,
‘@ mixture of cadmium red with a touch of cobalt
e has been applied nlo o damp background
wash of very weak yellow ochre to just faintly
hint at the presence of trees in the mist. When

ried compleely  used the same
more cobl e added
rally above
the main fals whil at the sarme time rendering
the bank and rocks below them, | also added
trees further to the eft in the background. These
Jeatures alldried slighty stronger than they
now appear. Once the paper had dicd. | gently
sponged over the background trees with clean
water and a natural sponge to push them back
ino the distance, though ey re il sirong
ear in front of those done.
wet earler: By combining these two fechniues,
you can create greater depth in misty scenes
The strongly etched tree on the (et that looks
s though it i about to fall into the pool adds
Jurther depth.

COLOURS FOR AUTUMN SCENES

There are endless combinations of mixtures for creating the colours
of autumn, but | willjust indicate a few of the more exciting examples
here to give you a start. Experiment with a variety of colours to find
what appeals to you most

ITION OF ,\x TUMN

ummu MIXTUF

i a selection of exciting colours you may
umn paintings, but they.

only ones. Although it is

ur!{ have included sodalite

w it ot only darkens the

colour with which it is mixed, but also introduces

granulations, as shown here with Aussie red gold.

Experiment with a wide variety of colours and

keep swatches of them for future reference.

Quinacridone gold + Quinacridone gold + Gamboge
‘cadmium red ransparent red oxide perylene viokt

Quinacridone sienna + red gold
sodalite genuine

Lunar blue + transparent
alite genine red oxide

LAVES EMPHASIZING NATURE'S WARM COLOURS

AUTUMN FOLIAGE WITH INTERMITTENT LI
Light-col ke of et and sl s agabat  dr bt
can be really ,.umw but they are

For these bushes | have used the powerful Doniel Smith colours Aussie
red gold and transparent red ovide, then emphasized them by bringing in

s
3
P

bl e ot copured abackgrou of French ulramarine and perylene violt, working

o the olage. Youcon o spate with a octbbrush — round i leaves quickly with a no. 8 round sable. As purple and gold
you wish. On removig e mas, | dabbed nthe it yelows andre are complementary colours, this creates a stiking combination. Cadmium
Cilowing them 1 ogether inloces. Trey stand ot st clary ogoins ol an reds nd gomboge ao work wel

the dark gr




OBSERVING AND SKETCHING AUTUMN SCENERY

Criical observation and careful analysis of a scene are vital to create an authentic
looking resul; try to develop these methods until they become second nature. Whether
you are working from life or from a photograph, constantly compare the heights, sizes,
tones, colour temperature etc. of each feature. Compare the brightness of adjacent
colours and how they react with each other. Consider how you can emphasize the
strength of colour or create sirong contrasts to ensure a focal point stands out

NOVEMBER COLOURS

portant wit
A5 well as providing

you oy wish o moke chriges
v i juxtaposed against o
sketch. Moving

Study the interplay of light a
hadow on various fealure

CAPTURING THE FLOW OF
AUTUMN COLOURS
If the whole painting s covered in bright colours, it can be overwhelming

Apatch of dullness can add impact to vibrant colours beside it. Splashes
of brightness on or beside the focal point can really lift the work.

Saunders Waterford Hi

AUTUMN COLOURS WITH A SNOWY BACKGROUND

The combination of autumn colours with early snow can create a strikin

composition. In
this view above Little Langdale in the Lake District, there are warm auturmn colours not just
on the trees but also on the ground cover in places.

Track to Little Langdale

11 painted the furthest mountain ridge in weak
blending it up into the sky so that the top edge wa
mpletely and the bottom made a sharp top et
while ridge below. The painting was then left 1o
| began th

5 st the t0p with a wash of avender
Smith colour wi pranulation. Low |
introduced Naples yellow in the centre right, with touche
o alizarin crimson, and in the lower part of the sky a w
wash of moonglow defined the two pe
isant ridge. Moonglow was e 0 used for crops
e ridges. Next | rendered the wall with weak cobalt blug
ouch of cadmium red, and ina lttle yellow
e wet into wet. The trees were created with Aussie red

i with touches of transparent red

THE FINISHED PAINTING




MOORLAND BRIDGE

Saunders Waterford 300gsm (140lb)
ugh
It can be a challenge to maintain interest in large areas of open moorland.

watercolour paper
Brushes: squirrel mop, fan brush, no. 7
In this demonstration | show how to enliven these various parts of the and no. 4 round, bmm (%in) flat, no. 1
rigger and no. 1 round
Colours: Naples yellow, French
ultramarine, burnt umber, cadmium
red, yellow ochre, raw umber, cobalt
blue, viridian, new gamboge, cadmium
orange, perylene maroon

scene, and throw the main emphasis on to the focal point.

4 Pick up balt blue wash on
" and sweep this across the
water reath the bridge. TF
nique should create a
arkli with the Rough pape
» [
4 f
B | -
r /
3 Paint the next line of hills in fron
f the ridge with the no. 7 brush and {7“\A‘\ ol
yellow ochre. Drop in raw umbe :‘( \‘v\‘w‘\ . 1\ e n le
places. Paint a mix of ultramarine Sl ‘m 1
sdmium red into the left-hand ]
ide, against the light of the sky, then ihy rush wih dirmari
N ‘w“ u ‘w‘ e middle, in fror and o Lmber o creste moora
; e lighte nt ridge, then more
e pal to the right. Dr r techr € 1 soften th es of

4







17 Use the no. 1 rigger and a dar
burnt umber to

16 Add bright green to the g
en paint a e
them, ¢ v

wash of the same colow
Drop in perylene maroon P
in place




o "y
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Winter to me is the most exciting of the seasons, and the most varied. Gone are all

those greens: we can see features no longer hidden behind foliage, and although

daylight hours are fewer, low-angled sunshine creates evocative cast shadows. Fields

take on a greater range of colours and textures; tree trunks and branches display -~ -

interesting colours. When seen as a mass, the branches of birch trees can take on a
striking wine colour, especially useful if you wish to bring warmth into a cold snow
scene. Dead leaves can be included even if they are not present, as their reds and
oranges enliven the landscape and break up the masses of twigs and branches.

Afall of snow brings a complete change: landscape features stand out more clearly
against the whiteness. Much of the snow is not white because of shadow areas and
colours in reflected light. At twilight, warm-coloured skies create reflections in

snowy fields, combined with long cast shadows

WORKING OUTDOORS IN WINTER

I have always been an outdoorsman, and aware that without the right clothing, it can

be purgatory hanging around outside in the cold. Layered clothing is better than thick
garments. Modern thermal underwear that wicks away perspiration, covered with a warm
shirt and a lined fleece jacket is excellent, and over this a waterproof and windproof outer
shell. A waterproof hood is of great help, but don't forget a woollen hat. Lined trousers
are marvellous. Thin but warm insulated gloves allow you to use a brus

N
reasonable images. Keep your sketching equipment simple
and ready for action. Don't forget to take photographs at
various angles and zooming distances

Wind blasting across snowy landscapes can be a real
killer, so find some shelter if possible. At times, | have
had to dart in and out of the shelter of a boulder or crag
to render part of the scene that | can't quite see from my

sanctuary, and moving around does help keep you warm.
I have often danced round rocks or trees to combat the
cold, hoping that no one is watching! Walking and
sketching is a superb way to work.

hough fingerless gloves, some with a flap to cover all while you are not sketching, are
0 available. Jenny, my wife, often uses hand-warmers in her gloves if it really cold.
ot everyone can tolerate sketching outside, but there is still a lot you can

'HE PANTILES,
TUNBRIDGE WELL

cartied out over afternoon tea

acafé in Ke

winter, enjoying the sunsh

and pencil easily, d
wel wrapped

50 long as you are
up, carrying out a sketch while you
take refreshments can be rewardi

0 to obtain Just donit dip your brush in the tea.

1f you become concerned about the cold, then get back
possible. A few rapid strokes of
the pencil may suffice to record the most important aspects
of a scene. Once in a car, tent or building, note down any
vital bits of visual informat

 such as colours, that you
need to recall later. If there is a line of trees, all of the same
species but different shapes and heights, | draw the most
important one in detail and then simply create an outline to
indicate the others, and | can draw these in detals later. |
often start off the tone at a critical point in a passage and
fill the rest in later. | am often amazed at how clearly | can
recall elements in a scene by looking at the mass of sketchy

lines | have drawn with this visual shorthand

Wihen engrossed in a composition, it is easy to forget your
situation, 50 you can become extremely cold without realizing
it. Remember to jump up every now and then and walk
around vigorously for a minute or two.

FARM AT SHAW BOTTOM

s or fallen into tafl grasses and
Hot Pressed paper, | ropicy.

tches. In

ashes on with a no10 round

avoiding the roofs, and immediately began drawing nfo the wet wa

with 0 black watercolour percil. | made the background darker in
‘make the snow-covered roofs stand out starkly, and could see more of the
izon than is revealed in this skeich. Whit it was stil damp,  pled out

v lighter areas with a lat brush and then spattered ofher col
ome onta damp paper Working quickly in this way gives o

94!
sense of spontaneity, and there is less chance of frostbite for the artst

RAPID WATERCOLOUR SKETCHING IN THE COLD

For this | tend to lay washes down and then draw into them with a dark watercolour pencil

as they are drying. This is fast and efficient and usually
of the sketch remain wet, as a

can keep painting even when parts
ang watercolour pencilline acts as a barrier, containing the

wash, provided the angle of the paper is not too steep. By sketching in this way, you learn
to simplify a scene, seeking out the most important features and drawing and painting them
‘with bold, confident strokes.

SUMMIT OF
PARKHOUSE HILL,

5o cene i simply
00 good to miss, whatever 1
weather conditions, and on this

ul. include



ROGUE COLOURS IN THE LANDSCAPE

There are normally far too many colours in the landscape in front of you, and we need
o reduce these to impart a greater sense of nity to the scene. | rarely copy the colours
before me, preferring to impose my own sense of colour, whether | feel the need for

strongly contrasting colours or more harmonious ones. | always try to take into account the

One device

adjacent colours, as this has a strong bearing on how we see the whole effect
constantly use is to drop in what | call rogue’ colours where | think the composition would
benefit. These are often reds or yellows dropped into a wet patch of colour to warm it up.
You will see examples of this approach throughout this book. It can be a strong red placed
on a prominent tree trunk, a bright yellow field in front of a bulding, or a patch of Winsor
blue amid some warmer blues in a snowy foreground.

GALWAY COAST

m i x 6, 30

ere tends o be more co
I

lour i the natural landscope in wirter, it is

e eye to a particular part of

painting of the Gof

y the cottage and the right-han
Iness of the scene and (o g

i a rogue cadin more prominence to

TAKING ADVANTAGE OF LOW LIGHTING

The lower angle of light during winter creates some wonderfully long and
evocative cast shadows. This is especially apparent in early morning or evening,
50 you can create a lovely sense of evening by lengthening your shadows and
combining this with warm light. Here we look at how | have suggested winter
ight in mid-morning.

FARM INWINTER SUNLIGHT

300y g
shadows, whether they spraw over a building or

rom the lef,thro from unseen

shadows stand out. To accentuae this effect, ge a dull grey or ochve buitding into

ads the farm. Ruts,

awh
urrows and rows of stalks are an

d one. | used masking flid (0 retain the light cut talks eo
the eye to 1

ot woy o
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BARE BRANCHES AND TRUNKS

Winter trees and bushes have a charm and atiraction that can enhance

any landscape painting, and it is worth spending some time studying their
characteristics. Tree trunks can be ful of exciting and unexpected colours: reds,
pinks, yellows, greens and blues, as well as the more common greys. The closer

the tree stands, the more scope you have for including colour. Note, too, how
branches hang, droop, curve or entwine themselves into amazing contortions.
Here we look at a few examples.

Negative tree trunks

An effective method with winter trees and bushes is
to create a mass of branches and vegetation, apply
negative painting into it to suggest trunks, then bring
out the massed branchwork at the top. Here, | started
with a wash of yellow ochre with a touch of cadmium
yellow pale, and immediately dropped in some weak
Indian red above this, then a little burnt umber and
French ultramarine above that, using the side of a no.
6 brush to suggest a mass of branches and letting all
the washes intermingle. This gradual change of colour
s simple but effective. When the combined wash had
dried, | described more branches with a rigger, over
the upper burnt umber and French ultramarine wash
This gave a sense of depth to the branch structure.
Finally | painted in the negative shapes between the
trunks with a darker French ultramarine and burnt
umber mix

Angular, sweeping or drooping branches

When you paint bare trees, note how the branches
form as they leave the trunk: some shoot straight
out, while others, such as thorn trees, are extremely
angular. Others change direction dramatically or flow
downwards in a graceful curve, like larch branches.

250

PAINTING LIGHT TREES AGAINST DARK SKIES
AND BACKGROUNDS

Light-coloured trees set against a dark, angry sky or sombre mountain can conjure
up real drama, but they are not easy to paint in watercolour. You may be able to see
every single branch strongly etched against the darkness, but try to avoid any attempt
at putting them all in. Negative painting techniques are almost impossible to render
convincingly if you try to emulate a great mass of branches. In these examples | show

how masking fluid can work well for this effect

LIGHT TREE AGAINST A DARK SKY
this example | have resorted to masking fuid for the main
bronches, applied with a siz

i removed from the brush, so 1
for the outer branches. You have to wasle some masking f
o scrap paper firstto check that it s fine enough for
needs. Afte the dark sty was painted over the lig tree
removed the masking flud, then scrubbed the top mass of
bronches with o smal, damp, fat brush, T

wigs and branches. I al

cadrmium red over the
this also helped to pre

Choosing those special trees

Tree shapes make a fascinating study, and it is of great
value to identify really good specimens and sketch and
photograph them to keep as a reference for when you need
that special tree. Sometimes the sub-branches leave the
main branch in one direction only, as is mainly the case on
the far left-hand trunk shown.
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WINTER MOUNTAINS

In winter, places like Buttermere in the Lake District, UK, are easier to access than in
summer, when they can be choked with people and traffic. You don't have to walk far
to get a decent viewpoint, and can always retire to the pub if the weather gets too
much. In winter, the mountainsides can reveal many warm colours, which you can
move to suit your composition. A cool-temperature passage or two works wonders

for balance and will make your warm areas appear even warmer.

clean water, then wa
Naples yellow and a |
yellow ochre over the area,
llowed by Naples ye
nd cadmium orange o
&g e right. Mix a e of t
3 Crange wihcobat e and
wash th gonally acrc
r ¢ 1.
rking wet into wel, paint in darker clouc
ch ultramarine and burnt umber, eavin
hints of white and suggesting cloud boiling uf
ver the mountains. Alow to d
3 Paint the backgroun
y e, on a fairly

Saunders Waterford
640gsm (300lb) Rough
watercolour paper

Brushes: Large and small
squitrel mops, no. 7 and no.
4 sable round, 13mm (zin)
flat, no. 10 sable round, no.

1 rigger
Colours: Naples yellow,
yellow ochre, cadmium
orange, cobalt blue, French
ultramarine, burnt umber,
cadmium red, Indian red,
light red, quinacridone gold,
green gold, raw umber,
alizarin crimson
Sponge; paper mask;
6B pencil







20 Paint conifers to the left using the point of the no.

a 21 Use the same mix and brush {0 paint the two main i
15 Ui oz 10 Brushion s sdét il g brush and a mix of raw umber and French ultramarine. Pair the left, then drop in green gold while the trunk
1 Brokeen colot meroas the rieht j round the lighter trees. Drop in quinacridone gol Paint green goid beneelh the trees as we
hanc 1 ligl then soften %
e d mor

16 Paint quinacridone gold on the surfaces catching th i oI\ Vi SR
Bond n s of Franch utama e g et red. - ty Y ’fr 4 ’bu

L

VA ¥
wi hﬁ)' & B st

\ @ : ckground
\ - g, then pait the trur
and details with French ultramarine
and burnt umber. Drop in light rec
the base of the trees, then yellow

24 Use the no. 7 brush and a green mix of French ultramarine and raw umbe
to paint the derker conifers on the right-hand lakeside. Paint the pointed tops first
then scrub in the broader area.
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SNOW COVER

\ow cover can vary considerably from thin, patchy effects to deep snow
almost everything, and the transition from snow-covered hills

the bare ground can cause painters problems. By studying these varied ef

be in a better pos a scene to your advantage, so when you

the next fall of snow, ¢

how you can render these effects to

TRANSITION FROM SNOW

THIN, PATCHY SNOW ON
DRLANI

USING A WAX RESIST

VIBRANT COLOURS IN THE SNOW
HEREFORDSHIRE LANE

MOORLAND FARM

Sortd Balmy:




INTRODUCING COLOUR TO SNOW SCENES

LANDSCAPE UNDER DEEP SNOW
This scene in North Staffordshire, UK, immediately appealed: environment, totally devoid
deep snow simplified the composition, the rozd formed an
excellent lead-in to the centre of interest, and strong afternoon
sunlight created interesting cast shadows and highlights.

Unless you are intent on portraying a thoroughly
of any hint of warmth, it makes for a more attractive composition if you introduce
an element of warm colour into a snow scene. This can be achieved by painting
the sky in warm colours, creating warm-coloured reflections in water, ice or
snow, or introducing warm-coloured vegetation, figures or objects. Even a small
splash of bright colour can make a difference.

YORKSHIRE BARN

20x2

g couovrskeron

vater-soluble ink

1g the warme

e ink block

waler s A sublle way of inc 9
describing foo rmuch de o sceve 1 b b . driing
more neutral
FARM AT Your ke burnt umber o cres
FLASH BOTTOM veralleffect
15.x 25.5cm (6 x 0in, Rough
earing and i
in places. The L

s were left as

oreground create

262




DEPICTING SNOW AND ICE ON TREES

Ice patterns and snow on trees can range from the ordinary to the spectacular
and they can be further enhanced by the surrounding atmosphere and light,
0 overwhelming that any

Sometimes the effect of ice-rimed branches can be
attempt to render such intricate, icy detail will look overworked. Aim for brief
es of stunning detail in a lost-and-found manner and use colour and tone

gl
as a substitute for detail in places.

ofid wash of Nples

Hond port of he s

SNOW, ICE AND MIST ONTHE WYE

pated more N

s ond vegelation. For the rive

umturibe ruing il he

s o A g p

ANIMALS IN COLD CONDITIONS

sbout animals caught in

There is something very appealing and heart-tugging
. they often hold themselves in such a way as to

cold snowscapes. Like human
cold.

show they are suffering from

HIGHLAND DEER

ying new techniques
subject seems right, | use

piosic food o o cree iresing pttens.

CATTLE FEEDING

101, 300gsm (1401 N

terest, their appeal accentuated v
managed

Animals make excell es of
in this work how background features have been delberate
against a purple-grey hedgerow,

rear are siho

The biack F
heigt e oot s




CAPTURING A CASTLE IN WATERCOLOUR

On this occasion the atmosphere was constantly changing and the was

slow to dry, s0 ou hing was challenging, with the great
temptation to chang onditions altered. That can be fatal o a
work, so either do a second sketch or take several photographs as things change.

ALTON CASTLE, STAFFORDSHIRE




Gently falling snow is fairly easy to paint. Blizzards are not so easy! These can
vary from hard-driven snow to occasional, gentler eddies and flurries against a
background of indefinite images. It is fascinating to experiment with these effects

FARM IN SNOW

Intricate white details in a snow painting can be tricky to achieve, and this
is where masking fluid really comes into its own, although it often needs

tidying up a bit after removal, especially i it has been applied clumsily. In

this demonstration, | show how the white features are created, including

GENTLY FALLING SNOW

the usefulness of having a tube of white gouache handy.

thumb or
on scrap popes
to on he brush

W MY dn g

BLIZZARD IN GLEN FESHIE,
SHHIGHLANDS

o giv
e of dhyess seemed i then apped e stonger
slghly wexmes ikt o bt umbe and i o o defne

ight-hand side of the sky was ot age
b o o ion i

W,mw any

iolent movementof e wzm/
Kwhite gouache a
e g

Use the large squirrel mop
weep clean water across t

background to just below the tree

ne and crop n Naples yellow

"
ar ,\, ,«\Hy\ e

Saunders Waterford 640gsm (300lb)
watercolour paper
Brushes: No. 10 sable round, large and
small squirrel mops, no. 7 sable round,
13mm (Vzin) flat, no. 1 rigger, no. 4 and
0. 3 sable round
Colours: Cobalt blue, cadmium red,
Naples yellow, cadmium orange, alizarin
crimson, burnt sienna, Indian red, burnt
umber, yellow ochre, cadmium yellow
pale, white gouache
Masking fluid and old brush

1 Draw the scene and mask the roofs
nd tops of walls with masking fluid
ida rasking

now. Use the

il e e e
he background with cobalt blue and
Cadmium red. Alow to dry.
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4 Wait until the sky is just damp ar
e the no. 0

5 Pain the buildings wi e and burnt sienna, then drap
d alizarin cri o
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IM \adow mix of alizarir
imson and cobalt blue and pair
area between the buidings, then pair
e shaded parts of the buildings witf
varying mixes of the same colou

%_ AirPods Pro de Gabri
Conectados

12 Mix cadmium ¢
balt biue and ¢




%_ AirPods Pro de Gabri
Q Conectados

% . Gy ,_" .
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Getting outside and recording the fresh colours of the spring landscape is a rewarding
. You can still see the graceful lines of trees as buds emerge, the

and joyful exerci
winter chill recedes and there are longer hours of daylight. The overwhelming greens
of summer are still some way off. Choose colours to suggest spring freshness.

Seek out hints of spring:
and vegetation and the arrival of spring flowers, often set
against the warm colours of dead leaves and branches,

creating interesting foregrounds. The sight of lambs in the

fields particularly evokes spring, and tree blossom can |
support a centre of interest.

Vast fields of bluebells have considerable impact, and are ¥ 1\\\ E

the brighter colours of grass

often seen at their best when sunlight is pouring through
the trees to create patterns of light and shade across the
blue masses, a subject we tackle below. Hawthorn blossom
S s e

b ,w‘ A

can totally transform the lower slopes of mountains, but
here | use a couple of bushes to create a centre of interest
in a Suffolk field

BLUEBELL FIELD

ssion of the mass of b

ucbels werepanied wilhcomb

it

\‘\.wir.

Yo'l

olt decp, ultramarine violet and French ultrama

SUE

K BLC
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scene much a it appeared o the

though to create some

SPRING COLOURS

Keep your greens and yellows fresh and clean, as in the sketch at the bottom of this
page. The chart below gives an idea of some good colour mixes. | have also included
a few mixtures of richer and perhaps duller colours, as these can be useful in places
to offset the overall brightness. Pink blossom can be painted with a weak wash of
alizarin crimson or quinacridone red. Colour in the landscape is affected by light and
shade, and cast shadow across bright foliage or a sea of bluebells can dramatically
change the way the colour is perceived.

Cadmium yellow pale + Cadmium yellow pale + Cadmium yelow pale +
viridian phihalo bive unar blue
Lemon yellow + Nickel ttanate yellow
spring gree cobalt bive

MIXING SPRING COLOURS

e o kinar i, o cam
ich suggest
e without any help from

Cadunylow e o

“ ]
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ng first and then washing over with witer
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AFTER THE

SPRING SHOWER

There s nothing quite like a spring shower to freshen up the landscape

I take every opportunity to record these effects, as they can give a

painting such a lovely sense of mood. One of the main objectives in this
demonstration is to show you how to suggest the wet surface of a country
lane, and a touch of sparkle on something as mundane as a muddy field.

Saunders Waterford 640gsm (300lb)
Not watercolour paper
Brushes: Small and large squirrel
mops, no. 10 sable round, no. 7 sable
round, no. 3 rigger, no. 4 sable round,
6mm (Vi) flat, no. 1 rigger,

0. 3 sable round
Colours: Cerulean biue,
Naples yellow, alizarin crimson,
cabalt blue, cadmium red,
yellow ochre, cadmium yellow pale,
burnt sienna, Indian red, light red,
raw umber, new gamboge, cadmium
orange, burnt umber, white gouache
Sponge

6 1e
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In one complete volume, best—selllng author '
David Bellamy shares his expert knowledge and passion
for painting lively watercolour landscapes. David's clear
techniques take you through the key elements and skills
needed to capture the natural countryside in all its
moods. Including advice on creating interesting skies,
trees, streams, waterfalls and lakes, capturing seasonall
light, a wide variety of coastal scenery, and much
more, you will find exciting new painting approaches to
incorporate into your own watercolour landscapes.

« Clear, step-by-step techniques
* 14 step-by-step demonstrations
¢ Packed with inspirational paintings.




