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Jermry Yarnell was born in Tulsa, Oklahoma, in 1933. A recipi-
ant of two scholarships from the Philbrook Museum of Art
in Tulsa, Jerry has always had a great passion for nature
and has made it a major thematic focus in his paintings.
He has been rewarded for his dedication with numerous
awards, art shows and gallery exhibits across the country.
His awards include the prestigious Easel Award from the
Governor's Classic Western Art Show in Albuquerque,
Mew Mexico, acceptance in the top one hundred artists
reprasented in the national Art for the Parks competi-
tion, an exhibition of work in the Leigh Yawkey Woodson
Birds in Art show and participation in a premier showing
of wark by Oil Painters of America at the Prince Gallery in
Chicago, lllinois.

Jerry has another unique talent that makes him stand
out from the ordinary: He has an intense desire to share
his painting ability with others. For years he has held suc-
cessful painting workshops and seminars for hundreds of
people. Jerry's love for teaching also keeps him very busy
holding workshops and giving private lessons in his new
Yarnell Studio and 5chool of Fine Art. Jerry is the author
of nine books on painting instruction, and his unigue style
can be viewed on his popular PBS television series, Jerry
Yamell School of Fine Art, airing worldwide.

FOR MORE INFORMATION

about the Yarnell Studio and School of Fine Art and to arder
books, instructional videos and painting supplies, contact:

Yarnell Studio and School of Fine Art

PO Box B0B, Skiatook, OK 74070

(877) 492-7635 (toll frea), (918) 359-1805 (fax)
gallery@yarnellart.com (e-mail)

www. yarnellart.com




Dedicatieon

It was not difficult to know to whom to dedicate this book
| give God all the praise and glory for my success. He
blessed mae with the gift of painting and the ability to share
this gift with people around the world. He has blessed me
with a new life after a very close brush with death. | am
here today and able to share all of this with each of you
because we have a kind, loving and gracious God, Thank
you, God, for all you have done,

Also to my wonderful wife, Joan, who has now gone on
to be with the Lord. | know she must have loved me or she
would nat have endured the hardships of an artist life and
stuck with me all those years.

Lastly, to my two sons, Justin and Joshua: You both are
a true joy in my life.

— _
T
o ram

{;ﬂﬂﬁfrmiﬂfiﬁﬂ.ifﬂnﬂiﬂﬂ*

So many people deserve recognition. First, | want to thank
the thousands of students and viewers of my television
shaw for their faithful support over the years. Their numer-
ous reguests for instructional materials are really what
initiated the process of producing these books, | want 1o
acknowledge my wonderful staff, Diane, Scott and my
maother and father for their hard work and dedication. In
addition, | want to recognize the North Light Books staff
tar thair beliet in my abilities.
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Introduection

Hopefully by now you have had a chance to become familiar
with the basic technigues of landscape painting throwgh
my previous books. Until now, we have only scratched the
gurface. Keep in mind that painting requires a litetime of
leaming, practice, patience and exparimenting. In this book
of my landscape painting secrets, we will explore the many
different areas of landscape painting that often create
problerms for most beginning and intermecdiate artists.

Over the years | have realized—for myself and my
students=—that sometimes the best way to learn new tech-
niques, subjects and styles is to do a series of what we call
thumbnail sketches or paintings. Thumbnail paintings are
small practice segments of a painting you may be struggling
with; thumbnails are done on scrap carvases. Maybe you're
painting a landscape with a beautitul sunset, or a snow
capped mountain, or a waterfall with large boulders, and
you're really struggling with the rocks in the waterfall or the
water running over tha rocks. Or maybe you just can't quite
gt the snow-capped mountain right. Well, I've discovered
that by setting your painting aside, getting a scrap of canvas
and working out your problems on that scrap instead of
on the original canvas, you will have a tendency to learn
faster. fou will be less concermed about messing up on the
thurmbnail-stucy painting than you would working on the
original, Artists generally are more relaxed and not as afraid
to experiment with different techniques, color schemes and
applications when they're working with smaller segments
an a canvas board. Once you work out everything on the
thumbnail, you'll have much more confidence to try the
techniques on the original without as much fear of messing
up your beautiful painting.

In this book we will primarily focus on thumbnail
paintings to learn specific subjects, techniques, color
schemes and more. | know you'll love this way of learning.
It will be exciting, fun, and very informative. 5o grab your
paints, brushes and some scraps of canvas or canvas
boards and let’s get started




COLOR COMPLEMENTS

Complementary colors are always
opposite each other on the colorwheel,
Complements are used to create color
balance inyour paintings. ttakes practice
tounderstand the use of complements,
but a good rule of thumb is ta rernember
that whatever predominant color you
hanein your painting, use itscomplement
or aform of its complement to highlight,
acoent or gray that color.

For example, if your painting has
a lot of green in it, use its comple-
ment—red—aor a form of red, such as
orange, red-orange or yellow-orange.
Hyou have a lot of blue in your painting,
use blue’s complement—arange—ora
torm of orange, such as yellow-orange
or red-oranga. The complement to yel-
low is purple or a form of purple. Keep
a color wheel handy until you have
memorized the color complemants.

CREAMY

In most of my books, you hear me use
the word “creamy” in every study.
For the acrylic technique, | teach the
principle that the paint has to be very
creamy for it to work correctly. In other
words, when a mixture neads to be
creamy, it should be like the consis-
tency of soft butter.

DABBING :

This technique is used to create leaves,
ground cover, flowers, etc. Take a bris-
tle brush and dab it on your table or
palette to spread out the ends of the
bristles like a fan. Then load the brush
with an appropriate color and gently
dab on that color to create the desired
affect. (See above example.)

To prepare your bristle brush for dabbing, spraad out the end of the bristles like a fan.

DOUBLE LOAD

Often it is necessary to put two col-
ors on your brush to create a mottled
effect, create special blends in a sky,
or underpaint certain things like large,
grassy areas, ree trunks, rock forma-
tions, etc. To double lpad, simply put
ane color on one corner of the brush
and another calor on the ather corner
of the brush. Then blend them together
on the canvas itself,

DRYBRUSH

This tarm is often misunderstood.
There are two aspects to drybrushing:
loading and applying. To drybrush,
take whatever mixture you are using
and, after loading a very small amount
on your brush, wipe some of it onto a
paper wwel or another surface. Once
the brush is properly loaded, very
lightly skim across the surface of the
subject you are painting with very light
pressura. Thus you have created a dry-
brush effect

EYE FLOW

Eve flow is the movernant of the viewer's
aye through the arrangement of objects
on your canvas or the use of negative
space around or within an object.
Your eye must move or flow smoothly
throughout your painting or around
an object. You don't want your eyes to
bounce or jump from place to place
When you have a good understanding
of the basic components of compasition
(design, negative space, "eye stoppers,”
overlap, etc), your paintings will natu-
rally have good eye flow.

FEATHERING

Feathering is a blending process used
to soften the edges of certain objects.
You take the color and carefully blend
it in whichever direction you need until
the color fades into the background
and there are no visible edges where
the colors are blended together. This
is sometimes hard to do. It usually
requires a dry-brush technigue
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GESSO 473
The raason | put gesso on this list is
because many of my students from
around the world ask the question,
"Whiy do you use gesso instead of white
paint? The answer is simple: Gesso is
very opague, and acrylic white paint
is more transparent. Far years, artists
have been complaining about their
acrylic paintings locking too “plastic.”
| used to complain, too. However, | dis-
covered that because gesso is opague
iespecially the thick gesso | use), mix-
ing with acrylic takes away the plastic
look, Gesso also softens colors, s much
gasierto blend and is great for creating
texture. | have actually had judges atart
shows think my acrylic paintings look
like cil paintings because of my use of
gesso, which adds more body to the
paint. Be sure you use the thick, heavy-
bodied gasso.

Here is an example of poor use
of negative space. Motice the
lirmbs do not overlap but are evenly
spaced instead. There are a faw
pockets of interesting space.
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'GLAZE (WASH)

A glaze or a wash is a very thin layer of
paint applied on top of a dry area of
the painting to create mist, fog, haze,
sun rays or to soften an area that is
too bright. This mixture is made up of
a small amount of color diluted with
water. It may be applied in layers to
achieve the desired effect. Each layer
miust dry before you apply the next.

INKY

“Inky” is a term | use whanever | need
to use the no. 4 sable script liner brush,
This script brush will work properly only
if the paint you are using is very thin. | like
to compare this to an artist’s ink called
India ink, which is a black ink artists use
to fill their sketch pens and calligraphy
pens. It's very fluid. 5o when you create
an inky mixture, be sure it has a similar
consistency to that of India ink.

Here is an example of good use of
negative space. Motice the overlap
of the limbs and the interesting
pockets of space around each limb,

MOTTLED

Mattled means nothing more than
applying several differant colors at
the same time in an unorganized
fashion. This results in no distinect
changes of color but rather various
subtle changes of values and colors.
Mattling works great for skies and all
types of underpainting.

NEGATIVE SPACE

This is the area of space surrounding
an object that defines its form. (See
thie example below.)
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SCRUBEBING

acrubbing is simply a term that
describes a technique for applying
paint to your canvas. Scrubbing is
typically used for underpainting and
any other areas that don't need to be
as refined or feathered. Serubbing is
more of a reugh application of painting.
Normally you will use bristle brushes to
scrub because they can take the pun-
ishment this technigue creates on a
brush. Take the paint and use any and
all parts of the brush to apply the paint
in certain aréas whare a much rougher
finish is acceptable, Use different pres-
sures and be much more aggressive
when scrubbing,

SCUMBLE

Scumbling is a bit like mottling. To
scumble, use a series of unorganized,
overlapping strokes in different direc-
tions to create effects such as clumps
of feliage, clouds, hair, grass, etc. The
direction of the stroke is not impartant
for this technigue.

Lo rosy

SIX-FOOT VIEWING
DISTANCE

| thought it would be a good idea 1o
discuss the six-foot-viewing-distance
rule. Over the years, I've noticed that
when many students start painting,
they spend most of their time painting
while standing only a few inches from
the canvas. The reality is that when
you stand too close for too long, your
eye will nat focus properly and you will
generally make maore mistakes. You can
see some things properly only from a
distance, especially things like perspec-
tive and propaortional issues. You may
have heard the old saying “You are 100
close to the forest, 1o see the trees” This
applies perfectly for artists, Whaen you're
painting, stand back about six feet every
few minutes, not every hour. This allows
your eyes to focus properly 50 you can
make any necessary adjustments. The
six-foot viewing distance is the main
reason most fine art brushes have long
handles—the long handles keep you at
more of a distance. So try to get into the
good habit of standing back frequently.
I'm sure you will see a huge differance
in the quality of your work.
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" UNDERPAINTING
OR BLOCKING IN

These twa terms mean the same thing.
The first step in all paintings is to block
in, ar underpaint, the darker values of
the entire painting. Then you begin
applying the next values of color to
create the form of each object.

VALUE

Walue is the relative lightness or dark-
ness of a color. To achieve depth or
distance, use lighter values in the
background and darker values as you
come closer 1o the foreground. Raise
the value of a color by adding white. To
lower the value of a color, add black,
brown or the color's complement.

You can change the value of a color by adding white,
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ACRYLIC PAINT
The most common criticism about
acrylics is that they dry too fast. Acrylics
do dryvery quickly through evaporation,
To sabva this problem, | use awet palette
system, which is explained later in this
chapter. | also usa very specific dry-brush
blending techniques to make blending
very easy. If you follow the techniques
| use in this book, with a little practice
you can overcome any of the drying
problems acrylics seem to pose.

Speaking as a professional artist,
acrylics are ideally suited for exhibiting
and shipping. An acnylic painting can
actually be framed and ready to ship
thirty minutes after it's finished. You
can apply varnish over acrylic paint
or leave it urvarnished because the
paint is salf-sealing. Acrylics are also
very versatile because the paint can
be applied thick or creamy, to resem-
ble oil paint, or thinned with water for
watercolor techniques. The best news
of all is that acrylics are nontaxic and
have very little odor, and few people
have allergic reactions to them.

USING A LIMITED PALETTE

As you'll discaover in this book, | work
from a limited palette. Whether for my
professional pieces or for instructional
purposes, |'ve learned that a limited
palette of the proper colors can be
the most effective tool for painting.
This palette works well for two main
reasons: First, it teaches you to mix a
wide range of shades and values of
color, which every artist must be able
to do; second, a limited palette elimi-
nates the need 1o purchase dozens of
different colors. As we know, paint is
becoming very expensive.

So, with a few basic colors and &
little knowledge of color theory, you
can paint anything you desire. This par-
ticular palette is versatile, so thatwith a
basic understanding of the color wheel,
the complemaentary color system and
values, you can mix thousands of colors
for every type of painting.

For example, you can mix Thalo
Yellow-Green, lizarin Crimson and
a touch of white to create a beautiful
basic flesh tone. These same three col-
ors can be used in combination with
other colors 10 create earth tones for
landscape paintings. You can make
black by mixing Ultramarine Blue with
equal amounts of Dioxazine Purple
and Burnt Sienna or Burnt Umber. The
list goes on and on; you'll see the sky
is truly the limit.

Most paint companies make three
grades of paints; economy, student
and professional. The professional
grades are more expensive but much
more effective to work with, The main
idea is to buy what you can afford, and
have fun, (Note: If you can't find a par-
ticular item, | carry a complete line of
professional-grade and student-grade
paints and brushes, Check page 5 for
resource information.)




BRUSHES

My selection of a limited number of
specific brushes was chosen for the
same reasons as the limited palette:
versatility and economics.

2-Inch (S1mm) Hake

The hake (proncunced ha-kKa%) brush is
a large brush used for blending. It's pri-
marily used inwet-on-wet techniques for
painting skies and large bodies of water.
It's often used for glazing as wall.

Mo, 4 Flat Sable

Sable brushes are used for more refined
blending, detailing and highlighting
techniques. They work great for final
details and are a must for painting
people and detailing birds or animals.
They're more fragile and more expen-
sive, 5o treat them with extra care.

Mo. 4 Round Sable

Like the no. 4 flat sable brush, this
brush is used for detailing, highlight-
ing, people, birds, animals, etc. The
main difference is that the sharp point
allows you to have more control over
areas on which a flat brush will not work
of is too wide. This is a great brush for
finishing a painting.

Mo. 4 Script Liner
This brush is my favarite. It's used for
the very fine details and narrow line
work that cant be accomplished with
any other brush. For example, use this
brush for tree limbs, wire and weeds—
and aspecially for your signature. The
main thing to remember is to use it
with a much thinner mixture of paint.
Roll the brush in an inklike mixture until
a fine point is formed.

.{.r.\' 1
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Mo, 10 Bristle

This brush is used for underpaint-
ing large areas—mountaing, rocks,
ground or grass—as well as dabbing
on tree leaves and other faliage. This
brush also works great for scumbling
and serubbing technigues. The stiff
bristles are very durable, 3o you can
be fairly rough on them.

Mo. & Bristle

A cousin to the no. 10 bristle brush,
this brush is used for many of the
same technigques and procedures.
The no, & bristle brush is more versa-
tile because you can use it for smaller

With this basic set of brushes,
you can paint amy subject.

areas, intermeadiate details, highlights
and some details on larger objects

The nos. & and 10 bristle brushes are
the brushes you will use the mast.

Mo, 4 Bristle

The nao, 4 bristle brush is a cousin to the
nic. & bristle. The reason | have added it
to the collection is because as you do
maore advanced techniques, this brush—
because of its smaller size—allows you
to have more control during the refine-
ment process of your painting.
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Remember that acrylics dry through
avaporation. As soon as you finish
painting, use good brush seap and
warm water to thoroughly clean your
brushes. Lay your brushes flat to dry. If
you allow paint te dry in your brushes
ar your clothes, it's very difficult to
get it out.

| use denatured alcohol to soften
dried paint. Soaking the brush in the
alcohol for about thirty minutes and
then washing it with soap and water
usually gets the dried paint out.

THE PALETTE

Acrylics dry through evaporation,
so keeping the paints wet is critical.
There are several palettes on the mar-
ket designed to help keep your paints
wet. The two | use extensively are
Sta-Wet palettes made by Mastersan.
The first palette is a 12* = 16" (30cm
* 41cm) plastic palette-saver box with
an airtight lid. This palette comaes with
a sponge you saturate with water and
' lay in the bottom of the bax. Then you

soak the special palette paper and lay
it on the sponge. Place your paints
around the edge and you're ready to
go. Use your spray bottle occasionally
to mist your paints, and they will stay
wet all day long. When you're finished
painting, attach the lid, and your paint
will stay wet for days.

o
Rl

BRUSH-CLEANING TIPS

My favorite palette is the same
12" = 18" (30cm = 41cm) palette
box, | don't use the sponge or pal-
atte paper. Instead | place a piece of
double-strength glass in the bottom
of the palette, | fold paper towels into
long strips (into fourths), saturate them
with water and lay them on the outer
edge of the glass. | place my paints an
the paper towel. They will stay wet for
days. | occasionally mist them to keep
the towels wet.

If you leave your paints in a sealed
palette for several days without open-
ing it, certain calors, such as green and
Burnt Umber, will mildew. Just replace
the color or add a few drops of chlo-
ring bleach to the water in the palette
to help prevent the mildew.

To clean the glass palette, allow it
to sit for about thirty seconds inwater,
or spray the glass with your spray
bottle, Scrape off the old paint with
a single-edge razor blade. Either pal-
ette is great. | prefer the glass palette
because | don't have to change the
palette paper,

Brush diagram
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Here are two different ways to set up your palette. PALETTE 1
The Sta-Wet 12* x 16" (30cm x 41cm) plastic palette-

saver box comes with a large spange, special palette
paper and an airtight lid,

Saturate the sponge with water. Laythe  Mext, scak the special palette paper and

sponge inside the palette box, lay it on the sponge. Flace your paints
around the edge. Don't forget to mist
your paints to keep them wet

When closing the palette-saver bowx,
rake sure the lid is on securely. When
the palette is properly sealed, your
paints will stay weat for days.




Instead of using the sponge or palette paper, ancther way to
set up your palette box is 1o use a piece of double-strength
glass in the bottom of the palette. Fold paper towelsin long
strips and saturate them with water to hold your paint.

Lay the saturated paper towels on the
outer edges of the glass,

Brilliant Yellow Green, Alizarin Crimson

Flace yaur paints on the paper towel. |
place my paints on the paletie in this order:
Titaninem White or Gesso, Cadmium Yellow
Light, Cadmium Crange, Cadmium Red
Light, Hooker's Green, Bumit Sienna, Bumt
Urniber, Ulramaring Blug, Dicxazine Purple,

Use the center of the palette for mixing
paints. Dccasionally mist the paper
toweals to keep them wet.

To clean the palette, allow it to sit for
thirty secands in water, or spray the glass
with a spray bottle. Scrape off the old
paint with a single-edge razor blade,




CANVAS

There are many types of canvas
available. Canvas boards are fine for
practicing your strokes, as are canvas
paper pads for doing studies or for
tasting paints and brush techniques.
The best surface to work on is a
primed, prestretched cotton canvas
with a medium texture, which can
be found at most art stores. As you
become maore advanced in your skills,
you may want to learn to stretch your
own canvas. | do this as often as | can,
but for now a 16" x 20° [@1em = Slem)
prestretched cotton canvas is all you
nead for the paintings in this book.

EASEL

| prefer to work on a sturdy standing
easel. There are many easels on the
market, but my favorite is the Stanrite
500 aluminum easel. It's lightweight,
sturdy and easy to fold up to take on
location or to workshops.

LIGHTING

Of course, the best light is natural
narth light, but most of us don't have
this light available in our work areas.
The next best lightis 4" or 8 (1.2m or
2.4m) fluorescent lights hung directly
over your easel. Place one cool bulb
and one warm bulb in the fixture; this
best simulates natural light.

16 = 20° (d1em = Slem) stretched canvas
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SPRAY BOTTLE

| use a spray bottle with a fine mist
to lightly mist my paints and brushes
throughout the painting process. The
best ones are plant misters or spray
bottles fram a beauty supply store. It's
important to keep one handy.

SOFT VINE CHARCOAL

| prefer to use soft vine charcoal for
rnost of my sketching; it's very easy to
work with and shows up well. It's also
sasy to ramove of change by wiping it
off with a damp paper towel.

1. Spray bottle
2. Soft vine charcoal
3. Palette knife
4. Convé pencil

AT, g h T

CONTE PENCIL

Utsually when we do sketching for these
paintings, we use a no, 2 soft vine
charcoal because it is easy to work
with, easy to remove and shows up
on most surfaces. However, there are
times when the area you are working
on may be very dark, and the charcoal
may not show up. 50 sometimes | like
to use a Conté pencil, It's a soft, white,
French pastel péncil, and it must be
ano. 13, This shows up well on dark
areas and is easily removed with a
damp paper towel.

FPALETTE KNIFE

| do not do a lot of palette-knife paint-
ing; | mostly use a knife for mixing. A
trowel-shaped knife is more comfort-
able and easier to use than a flat knife,
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A WORD ABOUT MAHLSTICKS AND THE STEDI'REST SYSTEM

Al of us at one time or another will have
days when we are not as steady as we
would like to be. Perhaps you're work-
ing on sameathing that requires a lot of
close-up detail work, or your painting
is still wet and you can’t steady your
hand on the canvas while painting. The
solution 1o these problems is called a

mahlstick, | use it, along with a little
gadget called a 5tedi-Rest,

Thesa photos showthe use of a mahl-
stick both with and without the Stedi-
Rest. Either way, a mahlstick is a must
for most painters. Really, a mahlstick is
nothing maore than a dowel rod sbout
34" (Mem) long that can be purchased

Attaching the Stedi-Rest is a simple matter of screwing the
bracket cnteo the side of your stretcher strip,

Using your mahlstick on only one side of the Stedi-Rest allows
you to work from several different angles.

from any hardware store, The Stedi-
Rest must be purchased from an art
store, | carry both items at my studio
for my students (see page 5 for more
infarmation). The mahlsticks | stock
are handmade from special woods
and finishes.,

Flacing a 3tedi-Rest on each side of the painting will allow you
to work in several different horizontal positions,

The mahilstick can be used without the Stedi-Rest by placing it

at the top of the canvas to give you more vertical positions.




By the time you begin studying these
baoks, you may have had some experi-
encewith the color wheel. However, ['ve
noticed that many students still don't
have a clear understanding of comple-
ments, the value system and graying
colors. lwould like to spend a little time
discussing these issues as they pertain
to landscapes. Mote: There's much
mare in-depth study of the color wheel
in myy technique book.

Most landscape painters use a color
wheal of grayed complements. As
you probably know, a standard color
wheel is made up of three primary
colorsired, yellow, blue), three secondary

colors (green, violet, orange) and six
(intermediate) tertiary colors (red-
arange, vellow-orange, yellow-green,
blue-green, blue-violet, red-violet). In
their pure forms, these calors are too
bright to> do & traditional landscape.
Most artists create their own version
of a graved colar wheel, For my oolor
wheel, luse Hooker's Green, Cadmium
Red Light and Cadmium Yellow Light
as iy prirnary colors, and mix the sec-
ondary and intermediate colors from
these. Oftenwe nead to gray the colors
to achieve the desired effect. We gray
a color by adding its complement ar a
form of its complement.

For example, suppose you want 1o
wse Hooker's Green, but it logks too
intense for a particular area of your
painting. Simply add some of its com-
plement, which is found on the oppo-
site side of the color wheel. You could
add touches of Cadmium Red Light,
Cadmium Orange, red-violet, red-
orange, yellow-orange, etc. These are
all forms of complements to Hooker's
Green. Use this process for all the
colers. Ta gray purple, add yellows
or forms of yellow. To gray orange,
add blue or forms of blue, and 30 on
around the wheel,

i
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In many landscape paintings, there are times when you need to have
clumps of grass and brush to help with the compaosition and to create fillers
to finish the middle and foreground areas of the painting. The problem,
however, arises when you paint the clumps in perfect rows and evenly
space them apart. This can cause your eye to bounce around the painting
instead of gracefully flowing through it, and the unnaturally placed clumps
may compete with the main center of interest.

Underpaint Ground (Dirt]

First, create a mixture of one
part Burnt Sienna + one part Burnt
Umber + about one-fourth part white;
then add a little touch of Cadmiurm
Yallow Light. Take your o, 10 bristle
and scrub this color mixture on the
area where the grass clumps will be
placed, Use short, choppy, vertical
strokes to create a slight suggestion
of rough dirt.

Create a mixture of one part
Hooker's Green + one part Burnt
Sienna + one-fourth part Dioxazine
Furple. Make the mixture very creany
and then load a small amount on the
end of a no. & bristle. Locate where
you want to place a clump. Then,
starting at the base of the clump,
use a short, vertical stroke and pull
upward to create a soft, grasslike
effect. This is something you should

prabably practice on a scrap of carvas
until you get the hang of it. Rermember
to check the placement of each clump
5o Wl create inberesting pockets of
negative space with good eye flow



Paint Shadows

For the shadows, mix one part
Burnt Sienna + about one-fourth part
Diaxazing Purple + a touch of white
to create a softer value. Take your ng
4 bristle and scrub in the cast shad-
ows on the left side of each clump,
following the centour of the ground.
You may need to thin the mixture with
water a little bit so it will srmudge a
little easier on the canvas. Let dry.

Add Pebbles and Small Rocks
This is a really fun step. You will need a fairly stiff toothbrush. Create twe or
three very fluid, inky mixtures of your favorite light colors (for instance, white with
a touch of Cadmium Yellow Light, Orange, or Red Light). Load the toothbrush
fairly heavily with the mixtures and then rub your forefinger across the bristles,
spattering these lighter colors all over the ground. If you happen to overspatter
an the clumps, take a damp paper towel and wipe off the splatter. Do the same
thing with some darker colors. This will give you a very “pebbled” lock.

HE ]
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Create a very creamy mixture of Thalo Yellow-Green
+ a slight touch of Cadmium Orange. Use your no. & bristle
to dab this color on the topside of each of the clumps of
grass. This creates a nice variety of three-dimensional
clumps. Be very careful not to overhighlight; use a very
light touch as you dab the highlights onto the clumps.

Add Tall Weeds

Make a mixture of one part Hooker's Green + one-fourth part Dioxazine
Purple. Make this mixture very inky by adding a lot of water. Take your no, 4 seript
liner and roll it around in the mixture until it forms a nice, sharp point. Add the
taller weeds throughout the clumps of grass. Be sure you create taller weeds and
shorter waeds, in addition to overlapping them ta make the cdlumps look more
interesting. You also can do this with light colors if you desire
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dd Flowers and Final Details
There isn't much to this step. It's mostly a matter of adding a few very
bright, simple flowers. Do this by taking your favorite colors and adding a little
touch of gesso to make each color opague. Make the mixture very creamy. Take
your no. 4 bristle and dab little towches of these colors throughout the clumps
of grass. You can add more weeds if you need to and even a few more pebbles
or small rocks. Just be careful to add all these final details in moderation.
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This is a great study; you're going to have a lot of fun with this one. It may
be a little challenging, but it's not as difficult as it looks, The technique for
creating weathered wood is primarily a dry-brush tech nique, and it can
be used to re-create many surfaces. This study is prima rily focused on an
old picket-fence post, but this technique works well for old buildings, tree
bark, wooden porches or old wooden ta bletops and wooden floors. Get

ready to have a great time!

Underpaint Background

First, create a miodure of Hooker's
Green + a little bit of Burnt Sienna + a
little bit of Dioxazine Purple. Use water
to thin it down to the consistency of a
very thick, creamy soup or chowder.
With your hake brush, paint the back-
ground using long, sweeping vertical
strokes. You want the background to
be a little sloppy. While this is still wet,
clean the hake and form a chisel edge
on its tip by running the hairs of the
brush between two of your fingers.
(This will alse remove any excess water)
Turn the brush vertically to the canvas
and lift off some of the background
color to suggest distant, taller weeds.

Create Basie Sketch

L'se a white Conté pencil to
roughly sketch the fence. In most
rough skatches of general landscapes,
you don't need to be too accurate
Howaever, in this case you will want to
be very accurate, so make sure you're
happy with your sketch before you
9o on 1o the next step.

Underpaint Fance

Create a mixture of one part
Ultramarine Blue + one-fourth part
Burnt Signna + a small amount of
white. This should be a medium dark
gray. If you want this gray to be a little
on the warm side, add a little more
Burnt Sienna, if necessary. Take a little
kit of this base gray and lighten the
value by adding encugh white to cre-
ate a value about three shades lighter
than the original.

Take your no, 4 or no. & bristle and
Block in the frant of the post with the
dark-value gray. Block in the rest of
the fence with the lighter-value gray.




Paint Wood Grain

4_Thns s a fascinating step. You
need a fairly new no. 4 bristle that has
a nice straight chisel edge. Lighten
the lightervalue gray by adding more
wihite. Thin it to a wvery creamy miture
and evenly load a very small armount
across the tip of the brush, Wipe off
a little of it with a paper towel 5o it's
& little drier

Carefully and lightly drag the brush
across the surface of the fence, creat-
ing the suggestion of wood grain.
This takes practice, so you may have
to redo this a few times. You will prob-
ably have to experiment with different
degrees of moisture to create differ
ent effects

Paint Knotholes and Gracks

For this step, create a very dark
mixture of one part Ukramarine Blue
+ gna-tourth part Burnt Sienna + a
little dak of Dioxazine Purple, Thin
this doowm to a creamy, almost inklike
consistency. Take vour no, 4 script
iner and paint in a few dark knotholes.
You can fnow make the mixture very
inky and roll vour brush in the mixture
uritil it forms a point. With this, paint in
some of the cracks and miscellaneous
wood-grain lines,

Paint the Weeds

Mix about three different light values of yellows and
greens (these color recipes are up to you). Be sure to add a
litthe white to the mixtures t© make them opague, Thin them
down to a very inky consistency. Take your no, 4 script liner
and paint a large variety of weads. Be sure some of them
are very tall and overlap each other. Also, be sure some are
behind the fence post and rails.

6 Highlight Fence

You'll want to do some mingr

highlighting to give the fence a little
mare life and a three-dimensional

form. Create a mixture of white with a
touch of Cadmium Orange. Use your
na. 4 round sable to paint in the top
of the back rails to give them dimen-
sion. Take vour brush and drybrush a
few scattered highlights throughout
the post and rails. Be very careful not
to averhighlight, a5 you want to only
accent the rails and post.

2!




Paint Flowers: Phase 1

These flowers are very simple to
paint. First, take three or four of your
favarite bright colors. For example,
you can take Cadmium Red Light,
which i3 a goed complement to the
green weeds, and then maybe Cad-
miwirm Oirarsge, Cadmium Yellow Light
ar even white, Make these mixtures
very creamy. Load the very tip of your
no. 4 flat bristle with each of these
colers. Dab on suggestions of flow-
ers throughout the area around the
fence, creating a nice balance of color
and compasition. Use differant parts
of the brush and pressures to create
avariety of shapes,

Paint Flowers: Phase ?

This step simply adds the white daises. | normal ¥

slight touch of Ultramarine Blue and Burnt Sienna, you
will actually be making a tint. Make the tint creamy and
use your no. 4 round sable to paint in the petals, for ming
the basic shape of the flower. Put a dab of pure Cadmium
Orange right in the center of the flower

Take pure Titanium White and highlight the right side
of the flower petals. This gives the flower a bit more form
Take a litthe touch of Burnt Umber and paint a small shadow
on the right side of the crange center to give it a little more
of a three-dimensional lack.

The impartant thing about these flowers is that you place
them close to the center post and try to give them slightly
different angles and groupings to create goad eye flow.

Mote: You may, at this point, want to add more highlights
to the post and rails and, perhaps, add a few more cracks.
Be sure to paint the cast shadaw from the post anto the
rails. Motice that the shadow is at an angle.




Apply the Lesson

As | mentionad in the study, the technigque for creating weatherad
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This is one of the more fascinating studies you will see in this book. Mot only
is itinteresting and artistic, but you can make it literally look photographic
if you choose. | have noticed that many artists struggle with creating sand,
dirt, pebbles, etc. However, with the technigue I'm going to show you here,
you will see it is really not that difficult to create very realistic pebbles and
dirt that can add great interest to a landscape painting. Grab your tooth-
brush and let's make pebbles!

Underpaint Ground [(Dirt)

Start with a medium-dark under-
painting. Create a mixture of one part
Bumt Sienna + one-half part Burnt
Umber + one-gighth part Dicxazine
Purple. Block in the underpainting
with & no, 10 bristle using broad,
horizontal strokes. If the canvas
doesn't cover well, let it dry and
repeat the stap.

Highlight Dirt

Create a lighter area through
the midldle of the background. Add a
little white and a touch of Cadmium
Orange to the original underpaint-
ing colbor until the value is about two
shades lighter than the original. With
the na. 10 bristle, scrub this color
across the middle area, gradually fad-
ng it out from the middle upward and
from the middle downward.




Underpaint Larger Pebbles and Shadows
4_'1'-::- add pebbles that are too large for the toothirush,
create a mixture of one part Burnt Sienna + one part Dioxa-
zine Furple. Then dab on a variety of these larger pebbles
with a no. 4 round sable. At the same time, smudge a shadow
on the left side of each of the larger pebbles,

Spatter Dirt: Phase 1

For this step, you need a fairly
stiff toothbrush. Mix a couple of light
values: white + a touch of Cadmium
Yellow Light, and white + a touch of
Cadmium Orange. Mix a couple of
dark colors: one part Dicxazine Purple
+ one part Burnt Sienna, or even a
pile of plain Burnt Umber. Make each
mixture very soupy, then load the
toathbrush.

Rub your forefinger across the
brush. This creates little round peb-
bles. You can adjust the size of your
pebbles by how fluid or dry your color
mixture is. The size also will change
depending on haw heavily you load
the toothbrush and by how far away
tram the canvas you hold the brush.

It's & good idea to practice this on
a scrap of canvas until you get the
hang of it. Use this process for each
shadow and highlight color,

|




Highlight Pebbles

For the highlight, mix white +
a touch of Cadmium Crange. Use
a no. 4 round sable to paint the
highlight on the top-right side of
each pebble. Depending on the
color scheme of your painting, you
can change the highlight to almast

anything you want.

Spatter Dirt: Phase 2

This step is designed to add
multiple colors of pebbles to the
dirt. In an effort to create color
harmony, depending upon the
overall color scheme of the paint-
na, you can use Ultramarine Blue,
Hooker's Green, Cadmium Red,
Dicxazine Purple or any color you
want, Just be sure to add a little bit
of gesso to each color to make it
more spaque. Repeat the process
used in step 3 and you will see the
dirt really come alive,




Ad Final Highlights on Pebbles
Remember that acrylics have a tendency to dry darker,
so the original highlight color you used in step 5 may have
dried less bright than you intendad. If this is the case, rehigh-
light each of the larger pebbles with the same highlight color
you used before.




Dirt roads are fascinating and are a great compositional asset. Like a wind-
ing pathway, stream or river, a road is a great subject to use to encourage
ane’s eye to flow into a painting. In this study, | will show you how to blend
the dirt, create banks and make the road appear flat as it winds its way

into the background.
e
e : CGraate Basic Sketeh
S T L ap———— As usual, grab your soft vine
T e e SR H_H:r‘gtm r:?'""; charcoal and draw a rough sketch of
. et o T £ = the main shape of the road and the
rof the land.
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e g o R
L ——
i N\ ~ L
e P i

Underpaint Road

You need a fairly dark back-
ground on which to layer the lighter
colors. Take your no, 10 or no. & bristle
and use Burnt Umber and Burnt Sienna
mixed together on the canvas. Usa
snort, choppy, horizontal strokes, Make
sure the canvas is completely covered.
Paint the adges out past the original
sketch just a little to compensate for
the grass that will overlap the banks,
Use comma strokes for the banks to
make them darker.




Underpaint Erass

If you've been following my other books, you have
probably done this grass technigue sevaral imes.  so,
this step should be fairly easy. First, create a mixture of
one part Hooker's Green + ane-fourth part Burnt Sienna
+ a touch of Dicxazine Purple. Take your no, 10 bristle
and begin scrubbing this color on the grassy areas. Apply
the paint very thickly. After you scrub on the color, while
it is still weat, take your brush and push upward against
the canvas. This creates a bit of a grasslike texture. The
important thing is to put on a thick coat of paint.

Highlight Road

4_ Mix a soft, middle-tone tan from one part Burnt Sienna + one-fourth part Burnt
Umber + one-fourth part Cadmium Yellow Light + one-fourth part white. Thin the mix-
ture with water to a very creamy consistency. With a no. 4 flat bristle, begin app! ying the
highlight, starting at the back of the road, using short, choppy, horizontal strokes. Make
the road darker as you come forward by adding some of the original dark mixture to
the highlight color. As a result, your road should end up with three values: light, micdle
and dark, It is OK if you see brushstrokes, as this creates a more dirtlike effect,
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greenish mustard color by mixing one
part Thalo Yellow-Green + one-faurth
part Cadmium Orange. Load a small
amount on the very tip of a no. &
bristle and dab on to the underpaint-
ing to create various contours in the
ground. As always, be sure to leave
a variety of interesting pockets of
negative space. You can add brighter
highlights later, so don't worry if the
grass is not quite as bright as you
would like it to ba

Paint Ruts

Ruts add great character to & road. If you're unsure
of the location of the ruts, it might be a good idea to take
your saft vine charcoal and sketch in your preferred location
for them. Then, with a mixture of Burnt Sienna + a touch of
Dioxazireg Purple, take vour no. 4 flat sable and paint in the
ruts, beginning at the back of the road, Remember, objects
arg ahways a little lighter in the background, so you will have
to add a touch of white 1o the mixture for the background
ruts. Lse short, horizontal strokes to paint the ruts, This
will create an irregular edge that suggests the ruts have
eroded. Motice that the ruts become a little wider as they
come forward.

Detail Read

This step is mainly for adding
pebbles, small rocks, and highlights.
If you refer to the study on painting
pebbles and racks (page 30), you can
follow those instructions axactly to
create the effect you need for this
road. Grab your toothbrush and go to
that section of the book, and have fun
spattering the road. Create a highlight
mixture of white + a touch of Cad-
rmium Orange. Use a no. 4 flat sable to
highlight the edges of the banks and
to paint a few larger pebbles along
the edge of the road.




Add Final Detalls and Highliohts

Mix your favarite highlight color, such as Thalo Yellow-Green + a touch of
Cadrnium Yellow Light, or Cadmium Yellow Light + a touch of Cadmium Orange.
You can even use pure Cadmium Yellow Light, or pure Thalo Yellow-Green. Use a
no. & bristle to dab on these highlights throughout the grassy areas, Concentrate
mostly toward the edges of the banks.

Use a couple of pure complementary colors and dab on a few wildflowers with

ano. & orno. 4 bristle. You may want to put a few highlights along the edges of
the ruts to give them a little more of a three-dimensional look.
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Semetimes a winding pathway entering into a painting can be the key
to creating a great composition, especially if the pathway is made out
of stone. However, most student artists have trouble making the stones
appear as if they are lying flat, which obviously is the secret to making the
pathway as a whole appear flat. To draw and paint a flat stone, you must
create an ellipse—a round object that takes on an oval shape depending
upon the angle at which you view it. My main goal here is to help you see
how to make the pathway appear to be lying flat.

Create Basic Sketch

With soft vine charcoal draw avery
rough sketch of the shape of the path-
way and the ground formation arcund
the pathway. Keep it simple—it will
change, amaway, a5 you bagin to paint.

Underpaint Pathway

Create a dark mixture of one

part Burnt Sienna + one part Burnt
Umiber + about one-gighth part Dicwx-
azine Purgle. Take either a no. & or ng
10 Bristle and paint on the color using
short, choppy, horizontal strokes.
Don't be afraid to add additional
touches of Burnt Sienna, Burnt Urnker
or evan a little white here and there to
create mingr color and value changes.
Be sure the carvas is well covered




Understanding Ellipses
Before we go on, make sure you have a complete understand-
ing of what an ellipse is and how to use one in a painting. The
illustration at left shows the evelution of an ellipse. The top
i & full view of & stone standing on its edge. As vou begin to
lay the stone down [at more of an angle), it appears to become
flatter. This flattenad circle is an ellipse.

Underpaint Stones

Mow that you have an idea of what an ellipse is, you may want to use a
white Conté pencil to sketch in the shape of all your rocks before you start
painting. Otherwise, you can shape themn with your brush as you begin to paint.

The stone color is made up of the original underpainting colar + little bit of
white and a little bit of Cadmium Qrange. This creates a value that is about two '
to three values lighter than the underpainting. | normally use a no. 4 flat bristle
to paint the stones, but you can use a no. 4 flat sable if you wish.

Thin the mixture to a very creamy consistency and then simply fill in the shape
of each rock. Keep in mind that the stones are smaller in the background and

become larger a3 you move toward the front of the pathway. Be sure to leave
a thin space between sach stone,
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ors when highlighting the stones. The best way to accom-
plish this is to start with a base highlight color made of
white + a slight touch of Cadmium Orange. Then you can
add any coler you want to the base. A touch of Hooker's
Graen, Ultramarine Blue, Cadmium Red Light, Cadmiurm
Yellow Light, etc. can be used here. Thin each of these
colors to a very creamy consistency. Load a small amount
on your no. 4 flat sable and begin highlighting each stone
with whichever highlight color you choase. There is no
particular order, but don't overhighlight.

Underpaint Erass

To settle the stones into the
landscape, scrub in some grass on
both sides of the pathway. Mix Thalo
Yallow-Green with a little Hooker's
Green and use your no. 10 bristle.
Scrub the light areas in the back-
graund by pushing upward, creating
a grassy texture. As you come for-
ward, begin adding more Hooker's
Green and touches of Burnt Sienna
and Dioxazine Purple until the fore-
ground grass is very dark.

6 Highlight Erass

Create a very creamy mixture
of one part Thalo Yellow-Green + a
srmall touch of Hooker's Green and, if
you like, a bit of Cadmium Yallow Light
and/or a bit of Cadmium Orange. Load
the very tip of a no. 6 or no. 10 bristle
and dab the highlight color on the
grass, leaving very interesting pockets
of negative space. This helps create
contour to the ground formations.
Don't be afraid to experiment with
varous colors and values,




7 alittle the original
highlight colors used in step 4. Then,
with a no. 4 bristle or no. 4 flat sable,
highlight the stones mastly on the
laft side of the pathway and towards
the back.

Mix up a shadow color of Burmnt
Sienna + a touch of Dicxazine Purple,
making it very creamy. Take your no.

4 bristle and scruly in the cast shadow
on the right side of the road making

sure you gradually fade the shadow
out towards the center of the road,

Add Final Details

At this stage, have fun highlighting the grasses by using vour favorite
flower color and dabbing some suggested flower shapes throughout the
grassy areas. Then, use your no. 4 script liner to create some inky mixtures
of light- and dark-value greens and paint in some taller weeds.




You will really enjoy this study. Unlike the stone-pathway study (page 38),
where we concentrated on the stones laying flat to create an elliptical
effect, the stones here are standing on their sides facing you, so you can
see their full, distinct shape. The technique demaonstrated here can be used
for any type of stone. Stone walls, stone fences, stone pillars, etc. can add
tremendous interest and artistic value to many types of landscapes,

Throwghout this study, be sure yeu
apply thé paint thin enowgh to allew ke
undarpaiating to show throwgh. This iz

the sacrat ta craating taxturs asd adding
that third dimansion 1o any object.

Create Basic Sketch
With your soft vine charcoal, draw
a guick, rough outline of the shape of

NE wa

Underpaint Wall

For the underpainting, create
a mixture of one part Burnt Umber +
one part Burnt Sienna + about one-
eighth part Dioxazine Purple. Load
this color onto a na. & or no. 10 bristle
and paint in the wall area. Be sure the
canvas is coverad wall. Let dry.




4_‘IIIIIIIII Stones

Maotice how many colors you see here: pinks, tans, grays, golds, etc. To
add color and keep the stonelike effect, add a little more white to the color
vou used in step 3. This is vour bagse highlight color, Then add small amounts
of whatever color you want to the base and scrub the color on a few rocks.
Create anocther color and apply it to a few other rocks. Continue to create
colors and add them to the racks until you have a nice, interesting collection
of multicolored stones. Be sure not to make them too opaque. You can use
your no. 4 bristhe or no. 4 sable for this step.

Underpaint Stones

If you're not very skilled with
using a paintbrush to draw, or if you
don't feel secure using your brush
without a guideline, use a whita Conté
pencil ta draw in each stone until
you're happy with the arrangement.
Then paint in the stones,

Create a warm, middle-tone gray
mixture by adding a bit of Ultramarine
Blue and white to the original back-
ground colgr. You should be able to
see the gray color. Add encugh white
to create a value about three shades
lighter than the background. Thin the
mixture B & vary Creamy consistency
and load a very small amount on a no.
4 bristle. It doesn't take much paint
to undenpaint the stones; vour stones
will look more realistic if you apply the
paint thinner 3o some of the back-
ground shows through. If you put the
paint on too heavily and the stones
are too spaque, you will lose the nice,
maottled, stone-like effect created by

the layers.
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Add Dimension to Stones

Mix white with a touch of Cadmium Orange and thin
until very creamy, Load a small amount on a no. 4 flat sable,
Because the sunlight is coming down from the left, paint
the highlight color on the upper-left side of each stone.
Motice how this gives each stone a nice, iregular shape or

tarm. You can scatter this color on the frant side of most
of the stones to create a more rugged effect.
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Apply the Lesson

Ini the two stane-painting studies in this book [page 38 and this study], | uae two layouts,
The first is a stone pathway in which the stones lie flat, creating ellipses. The second
is this study's stone wall, in which the stones stand vertically on their sides and you
can see the entire face of

I this finished painting | painted a stone wall | built right cutside my studio. This wall
was built for a pond and waterfall, so the stanes are lying flat. You can see only their
edges because they are stacked on top of each other, but the technique | used to cre-
ate those edges is the same technique | used for stones facing you.




| love to paint rocks, but after many years of teaching, I've discovered
that maost students struggle with this subject. Rocks are very common in
many landscapes and can add unique interest to a compaosition. While
there are many different kinds of rocks, the basic concept used to paint
them remains the same, so don't be afraid.

Underpaint Rocks :

You won't need to premix any color here because
you will be doing all your mixing on the canvas. Start
by double or triple loading your no. 4 bristle brush with
Burnt Sienna, Ultramarine Blue and a little Dioxazine
Purple. Scumble all these colors together in a mottled
fashion. Add small touches of white as you go to create
various middle-tone values. Don't overblend, or every-
thing will become one color or value. You want to leave
brushstrokes and some texture.

Highlight Rocks: Phase 1

This first highlight is made by adding a little white
and a touch of Cadmium Orange to the underpainting
colar ereated in step 1. This should create a shade about
two values lighter than the underpainting. Make the
mixture very creamy and load a small amount on a no. 4
bristle. Because the light source is from the right side, care-
fully scrub this highlight on the top-right side of the rock
farmation. Leave interesting pockets of negative space. Be
sure 1o leave some of the background showing through
so the rocks will have good three-dimensional forms,




3 Highlight Rocks: Phase 2

Add a little more white and a
litthe mare Cadmium Orangs to your
highlight color to create a value about
three values brighter than in step 2.
Make this color very creamy and load
a small amount &n your no. 4 bristle.
Re-highlight everything you high-
lighted in step 2.

Form Shadows
By now, there's a good chance

that you may have overhighlighted or
pairted out too much negative space.
This step will help you reestablish any
negative space you may have lost.
Take some of the underpainting color
from step 1 and use a no. 4 bristle to
paint back in some of the darker areas
that you may have lost. This is a good
time to restructure any rock you need
to change.
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with a slight touch of Cadmium Orange and Cadmium
Yellow Light. This should be a nice, bright highlight color.
It's important that this mixture is very creamy. Load a very
small amount on your brush and carefully rehighlight the
highlighted areas. Use shart, choppy strokes to help create

a little texture. Once again, be careful not to overhighlight.
If you de, go back to step 4 and add a few more dark areas
of shadows,

6 Add Reflected Highlights

Thiz step gives the rocks a more three-dimensional
shape. Reflected highlights are used on any object that
needs to look more rounded.

Mix one part white + one part Ultramarine Blue + about
one-fourth part Dioxazine Purple, Load a small amount of
color on a no, 4 flat sable and carefully paint the back side
of the rock formations. Carefully blend the color across
until it fades into the shadow. This is very easy to averdo,
50 be careful not to use too much paint.

Add Erass at Base of Rocks

This step simply makes the
rocks appear more settled in the land-
scape. Doubleload a ng. & bristle with
Thals Yellow-Green and a little bit of
Hooker's Green. Start at the base of
the rock farmations and pull up some
clumps of grass to various heights. Do
not be afraid to add more color and
adjust the values to create more dark
and light areas.




Add Final Details and Highlights

Add some taller weeds and a few brighter highlights on the rocks. You
also could add a few cracks and crevices to create more detail. For tallerweeds,
create vary inky mixtures of a light calor and a dark coler and then use your
no. 4 script liner to paint them in,

For the final brighter highlights on the rocks, use white with a touch of Cad-
rniurn Yellow Light or a touch of Cadmium Orange or both, Then use a no. 4 flat
sable to apply the highlight on the very top edges of the rocks. If you need to
add a few darker cracks, use the original underpainting value you used in step 1.

- n s b g s s ks e e e i s
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Erosion may be a real problem for some landowners, but it can be a great
inspiration to an artist. If handled correctly, eroded banks and dirt cliffs
can be a wonderful compaesitional asset to any painting. Banks and cliffs
are not easy; their shape is rough and irregular, but they must flow grace-
fully and naturally into the rest of the landscape. I'll show you how to create
these great land formations so they become an asset to your painting—naot
an eyesore.

Create Basic Sketeh

Draw a very rough sketch of the banks' simple shape.
The banks will change some when you paint them, so don’t
spend too much time trying to make them perfect.

Underpaint Banks

Create a warm, dark mixture of one part Burnt Sienna
+ one-fourth part Dicxazine Purple + one-fourth part Burnt
Umber. Black in the shape of the banks with a no, & bristle
using long comma strokes. As you reach the bottoms of the
banks, make your strokes maore choppy and horizontal,
Be sure the canvas is well covered,

Vo Y e Highlight Banks: Phase 1
Mix one part Burnt Sienna + one-fourth part Cadmium
Yellow Light + about one-eighth part white. This should cre-
ate a soft, warm tan. Make the mixture very creamy. Pick up
the color with a no. 4 bristle and highlight the edges of the
banks with short, choppy strokes. This particular highlight
should not be too bright; its only purpase is to help create
the form of each of the banks, so den't averload your brush
You may also need to thin the mixture a bit more so some
of the background will show thraugh the highlights.




Highlight Banks: Phase 2

Add a touch of Cadmium Crange to white to create
a graat highlight colar. Make this mixture craary and high-
light the banks again, using short, choppy strokes. Allow
some of the background to come through to create the
illusion of rough dirt. Do not over highlight! If you do, take
some of the original underpainting color and paint out that
section, Then start the highlight process over, using a no,
4 bristle.

Underpaint Grass

Fick up Hooker's Green with touches
of Burnt Sienna and Dioxazine Purple and
scrub across the top of the banks. Add
a little Thalo Yellow-Green (or Brilliant
Yellow-Green) and scumble all thesa
colors together, While this is still wet,
take a no. 10 bristle and, with the bristles
flat against the canvas, begin pushing
upward, starting at the back of the grass
area and gradually come forward. When
you get to the edges of the banks, pull
the grass over the edges. This will help
tier the banks and grass together,

Detail Banks

Use the highlight color from step
4 (white + a touch of Cadmium Orange)
and a no. 4 flat sable to paint in small
pebbles along the base of the banks.
You can put some of these pebbles
against the sides of the banks, but most
should go at the very bottorm and in the
flat area of the dirt. Be sure to create a
mice varety of shapes and sizes to make
the banks more interesting

il




Highlight Grass
My favarite highlight color for grass is Thalo Yellow-
Green + a touch of Cadmium Crange + a touch of Hooker's
Green. Make the mixture creamy and load the very tip of
a no. 10 or no. & bristle. Dab the highlight on the grass,
creating interesting pockets of negative space. You will
add final highlights later, so just try to give the grass a little
texture and three-dimensional feel in this step.

Detail Grass
You can use all your artistic license here. Mix your
favorite brighter colors and use a no. 6 or no. 4 bristle to
dab on these vanious highlights, This creates more inter-
est and adds dimension to the grass area. Once again,
be careful not to everde it

Create a very light mixture of Thalo Yellow-Green + a
touch of white. Then create a dark mixture of Hooker's
Green + a touch of Dicxazine Purple. Thin both of these
mixtures to a very inky consistency. Using these mixtures,
take a no. 4 script liner and paint some taller weeds bath
standing and hanging over the banks

T Add Final Details and Highlights

The white daisies are created using
nothing more than pure white applied
with a no. 4 reund sable, Paint some
small petals and then dab the small
orange centers. To suggest wildflowers,
pick up some pure color on a no. 4 bris-
tle. The colors could be Cadmium Red
Light, Cadmium Yellow Light, Cadmium
Orange, a pink mixture, or any of your
favarita colors,







I den'tlive near the ¢ mn. m:l vbe udﬁntmﬂwr He A s alalai 2
recormmend this study, even rfynu d::: not want to paint seascapes. This

study contains many great instructional technigques that will, no doubt, ;
help you in other areas of your painting. Please don't shy away from this

one. It's a bit challenging, but the end result can be outstanding, and

the satisfaction of knowing you did it will really build your confidence.

Let's get to work!

Take your no. 2 soft vine charcoal
and roughly sketch the main compo-
nents of the seascape. You don't need
gQreat acCuracy.

Paint Sky

Create a vary creamy rmixture of
white + a touch of Cadmium Orange
and Cadmium Red Light. Paint the
entire sky area with a hake brush,
While it's still wet, start at the top
and add touches of Ultramarine Blue,
Burnt Sienna (to turn it gray) and a
touch of Dioxazine Purple (optional).
Blend the colors downward, using
large “X" strokes. Be careful not to
blend too far down, or you will loose
the nice, soft, peachy horizon. This
is where the "three P's" apply: dan't
piddle, play or putter.




mixture from one part Ullrarna
parthkeraGreen+atﬂudwa'mm Begin

applying the color with a no. & bristle using shﬂrt dinp;q;
horizontal strokes. You want this to be very choppy, so
don't be afraid to apply the paint fairly thickly, and remem-
ber to leave brushstrokes, Notice that at the horizon, the
water is a little bit lighter. To achieve this look, add touches
af white to the dark underpainting coler as you recede into
the background, This establishes gradual value changes
from the darker foreground to the lighter background.

Highlight Water: Phase 1

Thiz iz where the challenge beging, First, tabe the dark
mixture you used in step 3 and add white to lighten the value
by about three shades. Make this mixture so creamy it is
almost soupy. Load a small amount on the end of the bristles
of a no. 4 flat sable. While helding the brstles horizontally to
the canvas, begin making short, irregular, honizontal strokes,
creating interesting pockets of negative space.

The challenge is to create good eye flow based on how
you arrange the pockets of negative space. If you aren't care-
ful, all the pockets of negative space will end up the same
size and shape. Remember, this & maoving water, 5o there wil
be very little symmetry in the shapes that the water creates,

Underpaint Rocks

With a no. & bristle, pick up a
little Burnt Sienna, a little Ultramarine
Blue and a touch of Dioxazine Purple,
Mattle these colors together on the
canvas, filling all of the area where
the rocks are. You can add touches of
white to these mottled colors to make
a few subtle value changes. It's OK to
see lots of brushstrokes and to apply
the paint thickly.
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a slight touch of Ultramarine Blue 1o
create a light bluish tint. Thin itto a
ey Creay consistency. Load ana. 4
round sable and highlight the ripples
of the water. These are really the
ridges on the edges of the negative
space you created in step 4. This is
also a good time to highlight the area
on top of and around the main wave
in the center.

i

Add Splashes Behind Rocks

To add the splashes behind the rocks, mix white + a
touch of Ultramarine Blue (basically the same mixture you
used in step &), With a no. 4 bristle, scrub this color behind
the racks. t%s extremely important that you scrub this on
im such away to create very irregular shapes on the outer
edges of the splashes. Be sure the edges are very soft and
blended inta the background, Usually when yvou apply an
application like this and scrub it out, it will dry a little darker
than you want, so don't be afraid to repeat this step a
couple times to get it as bright as it needs to be.

Highlight Rocks

Mix white + a slight touch of Cadmium Orange and
Cadmium Yellaw Light. Dull this slightly by adding a small
touch of Ultramarine Blue (this is called graying a color).
Load a small amount on your no. 4 or no. & bristle. Keep
in mind that the light is coming from the left side. Begin
highlighting the rocks using short, choppy, vertical strokes
that follow the contour of the rock formations. As usual, be
careful not to cover up too much of the underpainting and
not ta clog up all the pockets of negative space. f you do,
the rocks will lose their three-dimensional forms,
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ry creamy, almost souplike, L
hbrush and spatter the areas around the e% to suggest mist. This is the
same technic ] creating pebbles anc E 3, 37 and 1030,
tter the painting. Take pure white with your no. 4 bristle

: in the suggestion of splashes against the fronts of the rocks where

e into them.




Running water is one of the more fascinating components of a landscape.
It adds interest, action and good entry into a painting, and streams and
rivers often serve as the main center of interest. As appealing as run-
ning water can be in a landscape, if not done correctly, it can be more
of a distraction than an asset. My goal is to teach you some techniques
to help you add this running water to any landscape and make it look
professional, eye-appealing and compositionally correct,

Create Basic Sketch

With a no. 2 soft vine charcoal,
draw a quick, rough sketch of the
basic layout of the stream. The sketch
need not be accurate in the datails,
because shapes, forms and ground
farmations will change as you begin
1o paint,

Underpaint Stream Bed

Create a very dark bluish green
mixture of one part Ultramaring Blue
+ one-fourth part Hooker's Green and
then divide it into two piles. To one

pile, add about one-fourth as much
white 1o create a lighter value, With a
no. 4 bristle and the lighter value, paint
in the back half of the stream using
short, choppy, horizontal strokes.

As you come farward, bagin add-
ing the darker mixture (from the sec-
ond pile) using the same strokes. It's
fine if the water looks choppy—this
adds to the movement of the water,




Underpaint Rocks

Create a very dark mix of one
part Burnt Sienna + one-fourth
part Ultramarine Blue + a touch of
Dicxazine Purple. Underpaint each
rock with a no, 4 or no. & bristle.
Again, it's OK for brushstrokes to
shicw, in order to give the rocks a
little texture. Remember, you want
awide variety of shapes and sizes,

Underpaint Grass
‘q_Ths typa of grass is used in
earlier studies, so you should be
familiar with it. Starting at the back
and on both sides of the stream,
paint on Thalo Yellow-Green and
touches of Hocker's Green with
a no, 10 bristle. Apply the colors
fairly thickly and then mottle them
together. While the paint is still
woat, take your brush and push the
color upward, creating a grasslike
texture. As you come forward,
begin adding more Hooker's
Green, Burnt Sienna and touches
of Dioxazing Purgle to the mixture
5o it becomes a dark forest greean
The paint must be fairly thick in
order to leave a texturg whnen you
push it up with your brush

1]




take a little bit of the
original reck underpainting color used
in step 3, and add half as much white
and a touch of Cadmium Orange.
This is not the final highlight color, so
don’t make it too bright. Load a small
amount on the tip of a no, 4 bristle
and paint a highlight on the top-right
side of each rock, Remember to allaw

some of the underpainting color to
show through to create a more three-
dirmensional logk.

Highlight Water: Phase 1

This is one of the most important steps to help make
the water look as if it's moving. Create a highlight color
of one part Ultramarine Blue + one part white + about
one-gighth part Hooker's Green. Take a little bit of the
mixture and thin it to a very, very creamy consistency. Then
load a small amount on the tip of a no. 4 flat sable. Hold

the brush horizontal to the canvas and apply the highlight
color using short, choppy, horizontal strokes. Natice that
the strokes are very irregular, with interesting pockets of
negative space. Be very careful not to overhighlight and,
as a result, cover up too much background,

Highlight Rocks: Phase 2

This step brightens the rocks, |
have a fairly standard highlight color
| use for mast rocks. Mix white with a
slight touch of Cadmium Orange; you
could add a touch of Cadmium Yellow
Light to create more of a golden tint,
Make this micture very creamy. Load
a small amaunt on the tip of a ng, 4
flat sable and carefully apply this color
on the areas that have already been
highlighted, but still allow some of the
underpainting to show through. Use
short, choppy strokes to create texture.




Highlight Water: Phase 2

This is 8 simple but important step. Add a very small touch of Cadmium Yellow Light to white to
create a whitish yellow tint. Keep in mind you are not creating a color but rather a tint. Make the mixture
extremely creamy. Put a somewhat heavy load on ano. 4 round sable and apply these highlights to the
center areas of the water where it moves around the rocks and on the small waterfalls. This highlight
needs to stay very clean and bright as well as very opagque, so reload your brush aften, Don't be afraid
io repeat this step one o two more times in certain areas to be sure you get it as bright as you need it.

Highlight Erass

Create a creamy mixture of
Thalo Yellow-Green + a touch of
Cadmium Crange. This creates a
very nice, soft hue similar to a mus-
tard color. Load the very tip of a no,
& bristle and dab the color onto the
grassy areas, following the contour
of the land as it goes in toward the
water, A3 always, be sure you create
very interasting pockets of negative
space so your aye flows gracefully
argund the grassy areas.

il




l Add Final Details and Highlights

¥What you do in this step is really up to you. You can dab on a few
bright, miscellaneous flowers of any color you choose. You can use your
no. 4 script liner to create a couple light and dark inky mixtures and use
them to add some taller weeds, especially toward the front of the stream.
rwant to highlight your rocks a little brighter and also brighten the
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Apply the Lesson

There are many different ways to apply and use this study on running wates. In a work of
art, running water need
:|._'|in:ini._1 YOU SO0 here, F
means the painting was done outdoors and on location.) In this painting, the water is a

ganthy moving stream

The technigue we use

nit be turbulent or crashing over boulders to seem lively, Tha

rceiul Waters, was a small plein arr pa rting Qong in o l. [Fl&

aith Just enough ripphes to create a paaceful, relaxing atmosphers

in this study is the same used in this lovely plein air piece

T ORI RN

—




il A i e

" Reflections are necessary in any landscape containing still water, However,
learning how to paint reflections is, by far, one of the more challenging
techniques in landscape painting. The process is really quite simple, but
students tend to make it more complicated than it needs to be. Thisis a
very simple study, designed only to shaw technique. The technigue applies
to any calm water you may add to your paintings. The real challenge is
making the reflections appear very wet.

;.%L_qﬁ_’. .
o g e

Create Basic Sketeh

Use your no. 2 saft vire charcoal to
draw a very rough, simple sketch of the
main components of the landscape.
Locate the horizon line.

Underpaint Sky and Watar

We paint the sky and water at
the same time because the water
must have a hue similar to the sky.
Mix white with a touch of Cadmium
Orange to create a soft, very creamy
horizon eolor. With a hake brush, paint
this color about halfway up the sky
and halfway down in the water using
large "X strokes. While the horizon
color is still wet, mix white with a
touch of Ultramarine Blue. Quickly use
your hake brush to blend this color
from the top of the sky down into the
peach-colored horizon. Do this same
thing in the water, but go from the
bettom upward. Be sure everything
is blended very softly.
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cl Dioxazing Purple, Ultr:

T  rine Blue and Bumt Sienna (it will need
be a value about two shades darker than
the horizon). Use a no. 4 bristle to paint
in the background mountain.

i = Darken the mixture by adding a little

= Hooker's Green and a touch of Dioxazine
Purple. This should be a grayish green
about two shades darker than the back-
ground. Paint in the midground trees
and mountain. Be sure you keep the
edges very soft.

Underpaint Reflections
4‘F-;'_'-r these refections, add a little
white to the colors used in step 3 to
slightly lighten the value and make it
very creamy. Load a very small amount
an a no, 4 bristle and scrub in the basic
shape of the trees and mountains. The
mixture has to be just the right consis-
tency for this to work properly, so you
may need to experiment a little bit. As
before, it's very impartant to make the
edges of the reflections very soft.

Paint Shereline and Tree

To smudge in a dark underpainting

for the shoreline, darken the calor vou
used in step 4 by adding a little more Burmt
Sienna, Hooker's Green and Dioxazine
Furple. Scrubs this color on the shore with
ano, 4 bristle. Keep the edges very soft. |

Lise this same color and a no. 4 round |
sable to paint the tree trunk and its reflec-
tion. For the tree’s foliage, add a little
white to this same mix to slightly lighten
it. Add a litthe Hooker's Green to create a
grayish green. Use a no. 4 bristle to scrub
in the foliage and the reflection. Be sure

BB

the reflection is very, very soft,



more Hooker's Green and a touch
of Dioxazine Purple. Load a small
armount an tha tip of a no. 4 bristle.
Decide where you want to place grass
clumps and place the brush vertical 1o
the canvas. Pull up with short, vertical
strokes, creating the suggestion of
grass. After you pull up, immediately
pull downward with the same stroke
to create the reflection.

Highlight Shoreline and Trees

To suggest rocks along the shoreline, mix white with a touch of Cadmium Ora nge and dull
it down a bit with a little Ultramarine Blue, Load a very small amount on a no. 4 flat sable and paint
along the shoreline using short, choppy, broken strokes. Do this also at the bases of the clumps
of grass. Make a few larger smudges to create some slightly larger rocks.

Mix Thalo Yellow-Green + a touch of Cadmium Orange. With a no. 4 bristle, dab a few highlights
on the left sides of the tree leaves to create a little more form. Do this on the background trees
and their reflections, as well,




First, highlight the dead
free and the trunk of the lve tree.
Mix white + a touch of Cadmium
Drange. Load a no. 4 round sable
and use short, choppy strokes to
Ereate the h.‘ghli_ght and barklike
Bexture on the left side of the dead
tree. Don't forget to highlight the
geflection and to put a little high-
Baht on the trunk of the live tree.

a little Hooker's Green =
Dioxazine Purple and thin it to an
Wnklike consistency. Load a no. 4
weript liner and paint in some tall

a3 around the grass clumps.
Then paint the reflections of the
Wweeds in the water.
50 can add miscellaneocus
Betails and highlights to suit your
personality. For instance, you
€an hil‘:_] nlight the clumps of grass,
Bghlight the middle background,
@ birds, etc

Paint Dead Stump and Reflection

This stump is another opportunity
to add a reflection to the water, so keep
it simple, Mix one part Burnt Sienna +
ane part Ultramarine Blue, With a no, 4
flat sable, underpaint the stump, using
short, choppy, vertical strokes.

slightly lighten the value with a little

white. Load a no. 4 flat sable and use
short, horizontal strokes to paint in the
reflection. The reflection should have a
bit of a blurry appearance, and it should
not be painted on too solidly. Let a little
of the background water show through.




} Elaze and Highlight Water

Create a very thin wash of water and a little bi

very chisel edge of a hake brush and twum it ver ¥ 1o the
the carwas then slightly wiggle your brush up and down z
across the surtace of the water. The top photo shows this in p
will create a slightly rippled effect and soften any reflectio
Lt a no, 4 round sable and paint some 5
along the shoreline and the bases of ;
ian of ripples and helps 5

The bottomn photo shows the finished study.




Apply the Lesson
This study of refla - a ¥ Baf,

technigue—

les study (page 700 sh
ht it might be fun to show you a fir




Mud puddles are fun and not too difficult to paint. They also can add
some terrific interest to certain paintings. This is a great lesson on how
to make water appear wetter in your painting. My favorite application for
puddles is to put them in dirt roads. However, you can use mud puddles
almost anywhere you have a dirt background.

Underpaint Dirt

Create a soft, warm, mottled
background with a no. 10 bristle and
Burnt Sienna, Burnt Umber and a little
Dioxazine Purple. Bagin blending
these colors on the canvas using long,
vertical strokes. As you blend these
colors, add touches of white while
the paint is still wet to create various
very subtle value changes. Do not
owverblend this background

Highlight Dirt

Lighten the underpainting color
fram step 1 by about three shades by
adding some white. Thin it, making
the mixture very creamy. Load a small
amount an your no. 10 bristle, Begin
scrubbing on some highlights, creat-

g the suggestion of rough dirt. The
key is not to overpaint. As usual, you
should allow some of the background
1o show through to create some inter-
esting pockets of negative space.




Spatter Pebbles

Refar to the study on creating
pebbles and dirt (page 30) to create
pebbles with a toothbrush. You can
follow that study exactly, but you may
want to use different colors for this
study. Be sure 1o create a good variety
of lights and darks.

Underpaint Puddies

4- Mix one part Ultramarine Blue
+ one-fourth part white + a touch of
Burnt Sienna to turn it slightly gray.
Don't add too much Burnt Sienna,
because you need a very bluish gray.
With a no. 4 or no. & bristle, scrub
various shapes of puddles throughout
the background. As vou scrubs, be sure
you blend the edges into the back-
ground so there are no hard edges.

Sketch Clumps of Grass

and Fence Posts
Lise a no. 2 soft vine charcoal to sketch
in the posts and clumps of grass.
Thowgh thig is just a study, you want 1o
be sure you have a nice compaositional
arrangement of the objects.

Hl
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from Hooker's Green + a touch of Burnt Sienna and
Dioxazine Purple. Use a no. & bristle to pull upward,
creating a soft, grassy effect. At the same time, also
pull downward to create the reflection. Be sure your
strokes are quick and decisive.

Use pure Burnt Umber to paint in the fence posts,
and also their reflactions at the same time, with the
same upward and downward moticn.

Highlight Puddies and Posts

First highlight the fence posts with a mixture of white + a touch of Cadmium Orange and a
no. 4 round sable. Use short, choppy, vertical strokes to highlight the posts and their reflections at
the same time. When you paint in the reflections, use short, choppy, herizontal strokes to suggest
rippled water,

T give the puddles a little more form, darken the shoreline on the back side of sach puddle.
Apply a little Burnt Umber to the darker shoreline edge using a no. 4 flat sable. Keep these shores
very soft without any hard edges

Add water to pure white to make the paint very creamy. Load the end of a no. 4 flat bristle and
drybrush across the surface of the water to soften the reflections
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Add Final Details and Highlig
Add some tall weeds, highlight the dirt and add larger pebbles or any
miscellanecus things you feel would make the study more interesting.

For the weeds, create a very inky mixture of the original grass color, load it
onta a no. 4 script liner and paint in some tall weeds. Paint in their reflections at
the same time. Be sure to slightly wiggle your brush as you paint the reflections
to suggest ripples.

Highlight some of the areas around the puddles to create a little more tex-
ture and three-dimensicnal feel to the dirt. Mix white with a touch of Cadmium
Orange. Load a small amount on a no. 4 flat sable to brighten a few areas
around the puddles. You can also add a few larger pebbles here and there.

Finally, load the very tip of a no. 4 round sable with pure white. Dab a few
highlights on the water to give a little sparkle.

i




Perhaps you will never want to paint lightning in a landscape. As a
student, however, it is important to experiment with all kinds of tech-
niques, subjects and mediums. Everything you learn will help you in
other areas of your painting. Lightning is beautiful and exciting. It can
be included in all kinds of great compositional opportunities and can
add tremendous atmosphere to certain paintings.

} Paint Background

The main thing a lightning scene needs is a well-
-mottled, starmy background. Because this is just a study,
we will keep it very simple,

Create a dark gray mixture of one part Ultramarine
Blue + one-fourth part Burnt Sienna + a touch of Dioxa-
zine Purple, Add just encugh white to create a nice
medium dark gray. With a hake brush, begin mottling
this color on the background. While the sky is still wet,
add touches of white to create various light and dark
pockets of negative space. Be sure to create one light
spot of negative space brighter than any ather light spot
in the sky; this will be where the lightning originates.

Sketch Lightning

Take your white Conté pencil and lightly sketch
in the exact shape of the lightning in the exact loca-
tion. Be sure to sketch very lightly, You can make your
lightning any shape you want. You can find great refer-
ence material on lightning in books, magazines and,
of course, an the Internet




Paint Lightning

Brighten the spot where the
ligghimin arnang from by creat-
ture of white

very small, short, sic

Highlight Sky and Add
Lightning Flash
Again brighten the light ;
htning using the

g of step 3. Load white,
with a bt « drmium Yel-
w Light, on a
and paint in the very bright :

at the source of the lightning.

it will lose its I':-ri-':'_ﬂ'lT_r".




‘ary carefu I:r' pl

n the center of the lightni

rdlious process, so be v

it, gently wipe off the pa




Apply the Lesson

As you can see, the horizontal lightning was just the ticket for
this particular painting. I'm sure you have noticed what great
drama and atmesphers lightning adds to the entire painting,

Alsa, netice how it really aids the painting's composi




There probably isn't a person on the face of the Earth whao is not fascinated
with rainbows. A rainbow’s arch is very difficult to paint and becomes a
problem for most artists. Keeping the form correct and making the colors
appear transparent can be quite challenging. This study will help you
understand the proper way to create an accurate arch and transparent
colors. Another benefit of this study is learning how to create an entire
landscape to have the proper background to fit the rainbow.

 Asaft whitish undarpaintiog wil msks
100 colors I YourFalsbew stand ot
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Greate Basic Sketeh

With a no. 2 soft vine charcoal
create a rough sketch of the general
layout of the landscape.

Underpaint Sky

We need to create a semistorrmy
gky in this step, which requires the
mottling of several colors. First, mix a
basic gray of one part Ultramarine Blue
+ one-fourth part Burnt Sienna + one-
fourth part white + about one-eighth
part Dicecazine Purple. Mext, mix a light
pinik of white + a touch of Cadmium
Red Light.

Load some of the pink mixture ona
na, 10 bristhe and scrub on this color at
the base of the sky. As you work your
way up, start adding some of the gray
mixture, creating various light and dark
values (this will suggest clouds). You
can now switch to & no, & bristle and
create more distinct clouds, if you wish.




There hrea o i in the mountain 5. To
create these values, add a bit more white and a touch of
Dioxazine Purple to the base gray you used in step 2. This
is value one. Load this value on a ng, 4 bristhe and paint in
the mast distant mountain,

Take the base gray from step 2 and use it pretty much
as it is for the midground mountain. However, if it appears
too dark, add a touch of white to change the value.

Feor the foreground mountain, take the base gray and
darken it with a little more Ultramarine Blue, Burnt Sienna
and Dioxazine Purple

Highlight Mountains

Create a mixture of white with a touch of Cadmium
Orange. The secret to highlighting is how much water you
put in the mixture, For the background mountain, thin the
mixture so it is fairly transparent, and highlight the right
side with a no. 4 flat sable. A more transparent mixture
allews the background to show through, thus creating a
softer highlight.

Feor the midground mountain, use less water so the
nighlight is more opaque. This will make the highlight 2
little brighter,

Add a touch more Cadmium Crange to the mixture for
the fereground mountain's highlight.

Underpaint Foreground

Mattle Thals Yellow-Green +
a Iittle Hooker's Green on the can-
vas using long, horizontal strokes
Apply a fairly thick amount of paint
to leave a little texture. Don't be
afraid to add a touch of Cadmium
Yellow Light here and there to cre-
ate a few bright spots

In the immediate foreground,

mix one part Hooker's Green +
one-fourth part Dioxazine Purple
+ one-fourth part Burnt Sienna.
Then take a no. 10 bristle and scrub
the mixture in the lower left-hand
corner to suggest small bushes
and grass. Don't be afraid to put
the paint on fairly thickly.

i




Underpaint Rainbow

The secret to the colors on the rainbow is to have
a soft, whitish background for them. Load a very small
amount of gesso on a ne., 4 bristle and then wipe off most
of it. Following the shape of the sketch, begin drybrushing
the gesso on the rainbow, creating a very soft underpaint-
ing. It is absolutely critical there are no hard edges on both
sides of the rainbow! Carefully feather out the edges.

Sketch in Rainbow

Once the background is completely dry, use a white
Conté pencil to sketch the arch and the width of the rain-
bow. Sketch very lightly. The Conté pencil wipes off easily
with a damp paper towel, so feel free to make several

attempts 1o gat it correct.

Add Color to Rainbow

This step uses the same techniques as step 7, but
this time you will add actual color. Start on either side of
the rainbow (the red side or blue side). Premix the three
colors you will be using: Cadmium Red Light + a touch of
gesso; Ultramaring Blue + a touch of gesso; and Cadmium
Yellow Light + a touch of gesso. Load a very small amount
on a no. 4 bristle and carefully drybrush the color on the
rainBow using long, sweeping strokes. Be sure you use
one continuous stroke for each color, Also, make sure yaur
brush is fairly dry. Repeat this step for each color, being
very careful not to leave any hard edges




l Brighten Rainbow

Once the paint dries, you
iprobably will need to brighten your
Fainbow. To do this, repeat the pro-
£ess you used in step B. Remeambear

ontinual, sweeping
jirokes with very little paint on the
Brush. Bafore you brighten, it's
pobably 2 good idea to practice
BN a scrap canvas until you get the
Bang of it, If you make a mistake,
fake a little gesso and drybrush
over the rainbow. Then start over.

Highlight End of Rainbow and
9 Midground Mountain
Usually there is a splash of bright
light on the objects surrounding the
rainbow's end. To accomplish this
effect, take Thalo Yellow-Green with
maybe a litthe Cadmium Yellow Light
and make the grassy area at the end
ruch brighter. Mix white + a touch
of Cadmium Orange to highlight the
base of the mountain and smaller
rocks. A no. 4 bristle works best for
these highlights. Make this area as
bright as you want; it will add great
drama to the painting.




Add Final Details and Highlights

I Brighten the area behind the mountain with a no. 4 bristle and a mix-
ture of white with a slight touch of Cadmium Crange and Cadmium Yellow
Light. Scrub on the color and feather it out to create a brighter, soft glow.

T add a few tall weeds in the foreground, create a light, inky mixture of
Thalo Yellow-Green + a touch of Hooker's Green, and place the weeds wher-
ever you wish. Make a dark mixture of Hooker's Green and a little Dioxazine
Purple for the darker weeds.

To finish, dab on a few little wildflowers and just have fun adding what-
ever datails make you happy.

Emid- of the Faimbew
24° w307 (Blern x Tdem)
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Apply the Lesson

This painting ks & great example of how a beautiful rainbow can
add tremendous drama and atmosphere, Depending on the
composition, it can actually become the center of interest far
certain paintings. Rainbows also help add color harmony,




or people, g to look at in a painting than
a beautiful, leafy tree. O are all kinds of varieties of trees,
and it would be impossible ta show all the different types in this book.
This study simply teaches a basic technigue you can apply to most types
of leafy trees; change the size, shape and color to the appropriate type
of tree. This technique also works well for small bushes.

Wb/
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Create Basic Sketch Block in Tree Trunk
Use a no. 2 soft vine charcoal to roughly sketch the Add a little water to plain Burnt Umber to make the
basic, general shape of the tree. paint creamier. Load a no. 4 flat sable to block in the basic

shape of the trunk. Switch to a no. 4 round sable and add
just a few minor limbs, It's impaortant not to add too many
limbs at this stage because you will add the final limbs
after the tree leaves have been completed.




| Highlight Leaves: Phasa 1

It's time to decide on a light source. | chose to have
light come fram the upper-right side. Take your crigi-
dark mixture from step 3 and add a little bit of Thalo
WeSow-Green, a little white and maybe a little Cadmium
geange or Ladmium Yellow Light, depending on the colar
B value you need. In this case, the highlight should be

W

two or three shades lighter than the original mixture,

Load the end of a no. & bristle and carefully dab the
fhlaht on the upper-right side of each clump. Use a light
B to create a light, leaty texture.

one-gighth part Dioxazine Purple. This should create a
very deep, dark forest green which can vary depend-
ing on how much Dioxazine Purple or Burnt Sienna you
mix in. To change the value, add whatever amount of
white you need. Lead the tip of a no. & or no. 10 bristle,
depending on the size of the tree and the clumps of
leaves you want. Begin dabbing straight on the canvas
at the center of the tree and gradually work your way
ocutward to shape it as you desire. Remember to create
interesting pockets of negative space around and
through the tree.

Sﬂhhhl Leaves: Phase 2

Lighten the mixture you used in step 4 by adding
more Thale Yellow-Green, Cadmium Yellow Light and
white. Load a no. 4 or no. 4 bristle and repeat the highlight-
ing process fram step 4 to create the next value of light.
How miuch light vou choose 1o use is up to yvou, but be
careful not to overhighlight, or your clumps will become
a solid mass. The next step will ba the final highlight.

fourth part Burnt Sienna + about




o Highlight Leaves: Phase 3
You have several choices in this step: You can mix

one part Thalo Yellow-Grean + one part white, or one part
Cadmium Yellow Light + one part white, or any number
of very light colors, as lang as they are significantly lighter
than the previous highlight. Load the tip of a no. 4 bristle
and very lightly dab the outer edges of the clumps. Once
again, be careful not to overhighlight.

Add Tree Limbs

Add plenty of water to pure
Burnt Umber to make a very thin,
inklike mixture. Roll a no. 4 script liner
i the mixture until a nice point is
formed. Paint in all the tree limbs within
the structure of the tree. Keep an eye
o the negative space as you add the
limbs so the leaves look connected
to the tree.




Paint Grass Under Tree

Because this is a study, you need
only to scrub in some grass at the base
of the tree. Take some Thalo Yellow-
Green with a little Hooker's Green
and maybe a little Cadmium Orange,
Faint this on by mottling it in a fairly
thick layer using a no. & bristle. While
the paint is still wet, put your brush flat
against the canvas and push the color
upward, creating a soft, grassy texture,

Highlight Tree Trunk

Mix one part white with about one-eighth part Cad-
mium Crange, and add water to make the mixture very
creamy. Load a no. 4 round sable, and, using shart, choppy,
vertical strokes, highlight the right side of the tree trunk
and any major imbs, When this highlight dries, it may lase
some of its brightness, so don't be afraid to repeat this pro-
C855s once or twice to achieve the brightness you're after.

iy




A litthe artistic license is in store here: You can add a
few flowers of any color. Load a no. 4 bristle and dab on a few
clean, bright, delicate flowers. Create an inky mixture of some
aark and light colors, and paint in a few taller weeds with a

I Add Final Details and Highlights

ri. 4 script liner,




Apply the Lesson
dy shows you a technique for creating leafy trees in summer with spring, greenish
. | thought you might enjoy seeing a collection of trees instead of one lone tree.
5 inspired by & spot near my studio in the Osage hills i features

& large varety of trees and shows autumn colo 4 Can pain b this same technigue.
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‘are wonderful assets to any Iand:u:apa painting, anr:l tha:,r are a graat'
compaositional tool—wonderful for creating pockets of negative space
and breaking up negative space. They also add great character and
interest to a landscape. You can make textured bark or smooth bark on
dead trees. Plus, there are many varieties and shapes that will give you
a wide array of opportunities to really improve your painting. This study
- focuses on dead pine trees.

Q'Hl'ﬂt Trees
Use a no. 2 soft vine charcoal to make a rough sketch of Pick up Ultramarine Blue, Burnt Sienna and a little
the tree’s basic shape. (Note: Itis best to make the sketch  Diowazine Furple on a no. 4 bristle. Mottle these colors on
of the tree a little bit smaller than the actual finished tree  the tree using short, choppy, vertical strokes. If you like tex-
will be. The tree tends to expand as you apply the paint)  ture, don't be afraid to apply the paint fairly thickly. However,
be careful not to overblend, or it will all turn into one color.
Switch to a no. 4 round sable and paint in the stumpy
branches. You will add the longer branches in a later step.



Highlight Trees

Highlighting the tree gives it the
suggestion of tree bark and sunlight.
Mix white with a touch of Cadmium
Orange and a slight touch of Burnt
Sienna, Add water to make the mixture
creamy. Load a no. 4 round sable and
begin highlighting by using short,
choppy, vertical strokes. Go up and
down the right side of the tree, leaving
small pockets of negative space to
help suggest the texture of bark. Grad-
ually work your way across the tree until
the highlight fades into the dark side. If
the highlight dries too dull, you can go
over it one of two morne times until you
are happy with the brightness.

Add Reflected Highlight

| have discussed the use of
reflected highlights before in some of
my other books and other studies. In
this step, we use a soft, cool, reflecred
highlight. This highlight will be on the
shadowed side of the trees 1o help
create a rounded appearance. This

reflected highlight is especially effec-

tive on large tree trunks that have a
darker, shadowed side.

Create a mixture of one part white
+ one-fourth part Ultramarine Blue +
a touch of Dioxazine Purple. It should
be a fairly deep medium, bluish
purple; be careful it's not too white.
With a no. 4 round sable, apply this
color on the very edge of the shad-
owed side and then gradually work it
over 1o the center of the tree. Be very
careful not to make this highlight too
solid. Leave little pockets of negative
space, just like you did when applying
the warm highlight on the right side.

Add Final Tree Limbs

Mix equal parts Ultramarine
Blue and Burnt Sienna, and add water
to create a very thin, inklike mixture,
Roll a no. 4 script in the mixture until a
nice point is formed. Continue finish-
ing out the limbs you began in step
2. Remember to make interesting
shapes, allowing some of the limbs 1o
overlap each other, which will create

interesting pockets of negative space,




Underpaint Snow at Base of Tree

Though this study is mastly about the trees, it's
important to know how to place the trees on the ground.
Mix Ultramarine Blue + a touch of Burnt Sienna + 8 tauch
of Dioxazine Purple and just encugh white to create &
medium-value, purple bluish color, With a no. 4 bristle,
serubs this shadow coler all along the base and behind the
tree. Drift this color up against the side of the tree to make
it appear as if the trunk is settled in the snow

Highlight Snow: Phase 1

Add a very slight touch of Cadmium Orange to pure
white to create a tint rather than an actual color. Thin the
mixture with water until it is'very creamy. Load a small
amount on the end of a no. 4 bristle and begin scrubbing
on the highlight, creating little mounds of drifted snow, It's
especially important to drift this up against the right side
of the tree base. If you happen to overhighlight and lose
the pockets of negative space, take the gray underpainting
color from step & and paint cut that area to start over.
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Highlight Snow: Phase 2
This is a very simple step, basi-
cally called spot highlighting. Load
the tint from step 7 on a no. 4 flat
sable fairly heavily. Pick selected spots
you want to give a much brighter
highlight and rehighlight these areas
using much thicker paint. The bright-
ness of the snow is up to you. Have
fun, but be careful not to cvardo it.
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Add Erass, Weeds and Final Highlights
This stap is quick. Mix Burnt Sienna with a little bit of Ultramarine Blue
to create a dark brown. Use water to thin the color to a very thin inklike consis-
tency. Roll a no. 4 script liner in this mixture until the brush forms a sharp point.
Paint in the weeds and dead bushes. Don’t hesitate to add maere limbs on the
main tree, After you finish, add some very clean, bright highlights at the base of
the weeds and bushes, using the highlight color from step 8 and a no. 4 round

zable, This will add a little sparkle to the snow.
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The most common misconception about painting snow, whether it lies
on trees, on the ground or on any other abject, is that snow is white. This
could not be further from the truth. Snow takes on many different colors
and values of colors, as you will see in this study of the snow-covered pine
trees. This technigue is the same technique you will use when putting
snow on other objects as well.

o - _— eoe ) .a Creats Basic Sketeh
First, use soft vine charcoal to
draw a rough, simple compositional
sketch of the tree grouping, Sketch
lightly and remawve the excess char-
coal dust by blowing on the canvas.

You can mix the basic pine-tree
colors with either a palette knife or
brush. The mixture is made of one
part Hooker's Green + one-fourth part
Dicxazine Purple + one-fourth part white
(gesso). This is only the base color,

If you want to make the color warmer, 1 PART i PAR ) PRAT
Sk Bt CacktknniRaa Bt o Biirme HEOKER'S GREEN WHITE GESS0
Sienna. If you want to make it cooler,
add Ultramarine Blue, If you want it to
be graver, add a little more Dioxazine
Purple. To change the value (lightness
or darkness), add more gesso,




Block in Background Tr

Maoderately load a no. 4 bristle with a light value of
the green pine-tree mixture about two shades darker than
the background. Block in the background trees but don't
load the brush too heavily. Dab straight on the canvas,
forming the basic shape of each background tree.




Block in Front Trees
e i Switch to your no. & bristle and

A load the brush a little heavier. Begin
blocking in the front trees by dabbing
in the darker foreground color you have
chosen. Start blocking in the tree from
the center. Work yvour way up a little at
a time and then work your way down a
little at a time to gradually form the basic
shape of each tree,

Motice that each tree has a slightly dif-
farent shape and height. Also note that
each treg overlaps the others, Apply the
paint thick encugh so the background
does not show through, You may need to
double coat the trees to ensure the paint
COVETSGE 5 OPAGUS,

Mix Snow Shadow Color

One of the main ingredients for creating great
snow is to have a good grayish underpainting color. This
can be on the warm or cool side and can range from a
purplish to a bluish hue.

For this study, | mixed one part Ultramaring Blue +
one-fourth part Burnt Sienna + one-gighth part Dioxa-
zine Purple. Then add about ane-fourth part white to
lighten the value. This should give you a medium-value
purplish gray.




TOLCH SLIGHT TOUCH

Mix Highlight Snow Color
Remember, a tint is nothing more than white
with a touch of color added. We never use pure white
to highlight snow.
Take white and add a very slight touch of Cadmium
Orange and a slight touch of Cadmium Yellow Light.

This will create a very nice, soft tint. G

CADMILM ORANGE CADMIUM ¥ELLOWAN

Block in Snow Shadows
Load the tip of your no, 4 bristle
with a small amount of the shadow
color from step 5. Carefully dab this
color on the fareground pine trees.
Distribute the color in irregular pat-
terns throughout each tree. It's very
important to leave some of the dark
green underpainting coler showing
through this shadow color.

1 PART
WHITE GESSD




Highlight Pine Trees: Phase 2

This step repeats step 8, but
this time you will use the highlight
rrixture in its pure form. Load the tip
of a no. 4 bristle with a small amount
of the highlight tint fram step 7. Do
not thin the mixture; the highlights
need to be very opaque. Carefully
dab this highlight color on the trees
It's QK if the paint goas on with a little
texture. Again, be very sure you do
not cvarhighlight or cover up all the
underpainting color,

Hiohlight Pine Trees: Phase 1
Take a bit of the highlight tint
from step 7 and add a little bit of the
snow shadow color, Thin this mixture
with some water and load a little on
the tip of a no. 4 bristle. Carefully dab
this color on the shadow area of the
snaw, creating the first value change.
Don't cover up the entire shadow
color; this is only phase 1, There are
two other phases to complete, and
highlights are brightening in a gradual
process. It's very important not 1o
cverhighlight at this stage.




Highlight Pine Trees: Phase 3

I In this step you will accent highlight, which
means you will highlight only specific areas of the trees.

Load a no. 4 flat sable fairly heavily with the highlight
color from step 7. Look for areas where thicker, brighter
snow will give the tree more light and form. This is a good
birme to stand back and look at the study from a distance
Then add this highlight to the areas that you think might
make your tree study have better form and light

]

Underpaint Foreground Snow

j The next two steps help settle the trees into the

ground so they will have a base. Load a no. & bristle with

the original snow shadow color you mixed in step 5. Scrub

this color along the base and up into the lower boughs of
the trees, making sure you leave very soft edges.



Highlight Foreground Snow

Load a no. 4 bristle with a little of the ariginal
snow highlight color mixed in step 7. You want the snow o
look as if it has drifted and piled at the base of the trees, so
leave pockets of negative space here and there, creating
good compositional eye flow.

When kighlighting anow. den’t avarinad your Brush, and be sure
the paint mixters is the eentizteney of 30Tt batter 1ts better to
pradually incraasa the Intensity of tha highlight than te put it on

ton haavily. Yoo can brightan the highlight in the last step.




Add Miscellaneous Details: Highlights, Shadows, atc.
/ You may not actually need to do much in this step. If you're happy with
the brightness of the snow, leave it alone. Otherwise, load a no. 4 bristhe with
the snow highlight mixture from step 7 and go over the existing highlighted
areas until you're pleased with the brightness.
Add a few weeds with a no. 4 script liner. You also may want to soften the
background trees by drybrushing a litthe of the snow shadow coler over those
trees 1o set them back a bit.

m




Youmay not be a “snow person,” but the process of creating falling snow
is one of the more fun things you will paint. The process is very simple
and effective. Itis simply a matter of creating a very thin wash and then
taking your toothbrush and spattering soeme snowflakes. Falling snow
adds a little drama, or a peaceful effect, to a snow scene, depending
upon how you look at it. This study takes only three steps, so it's a quick
and easy thing to learn,

Begin with a grayish, mottled background. Create a
mixture of one part Ultramaring Blue + one-fourth part
Burnt Sienna + about one-fourth part white + a touch of
Dicxazine Purple, Make this mixture nice and creamy. Load
your hake brush and paint the background using large X"
strokes, If the background is too dark, add a little white as
you go, or you can even add soma of the other colors if
you need to change the hue, The important thing is that
the background is not too light.

Paint Wash and Flick Snow

Before you start this step, be sure the background
color is completely dry. Premix the snow color, which is
nothing more than white with enough water to make it
fairly soupy. Let that mixture set for a second and then
load a hake brush and put a thin wash of water and a slight
touch of white all across the background.

While the wash is still wet, load a toothbrush with the
snow color and run your forefinger across the bristles,
spattering the snowflakes on the wet background. Notice
that they begin to bleed a little bit, which is OK. The bleed
creéates the softer, more distant snowflakes, You will prob-
ably need to experiment with this technique to get the
hang of it. The final results depend on how dlose you hold
the brush to the canvas when you spatter and how soupy
your snow mixture is, This determines how large or small
the snowtlakes will be.




nowflakes
lakes will be the close-up, more dis-
should be completely d
will keeg th e flakes clean and bright. Create a soupy
mix of water white paint, Load the toothbrush and spat-

ter the canvas, holding the brush close to the canvas.




FULL PAINTING DEMONSTRATION

Even if snow makes you cold, | suggest you givef
be surprised how learning the steps mmhred will trulﬁe _
and increase your artistic horizons. :

- The greatest misconception about painting snow u‘r '
| white. | have the privilege of critiquing student pai':ri'_
| around the world. The most common prﬂbl.err_t vi
scenes is that most students use pure white for the s
explained in the Snow-Covered Pine Trees Etl.ld}i.';g_
i reality, at least in the art world, is that snow is not whit

tinted white. Snow and anything else white typically

the red side.,
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Mix Ultramarine Blue + about
one-fourth Burnt Sienna and then
add about half as much white to
this dark mixture. Play with this mix-
ture until you get a medium gray.
Then coat the canvas with your
hake brush, Let this dry.

Begin with a simple, rough
sketch using your soft vine charcoal.
Keep the sketch loose; you will
make several adjustments with the
sketch as the painting progresses.

Block in Sky
With a palette knife, mix
white with a litthe Cadmium Orange
and a little Cadmium Red Light to
create a soft, warm horizon color.
Add a little water to the mixture to
rnake it very creamy and then paint
the entire sky with a hake brush.
While the sky is still wet, pick up
a little Ultramarine Blue and a little
Diceazing Purgle on the hake brush
and, starting at the top of the sky,
blend across and down using large
"X" strokes. The process should
create a nice, gradually blended
sky. It's OK if you see variations of

light and dark areas.
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Mix a soft, grayish purple F&ﬁaﬁm'rhrgad.fiﬁam
mountaing. Start with white and then mix a little Ultrama-
rine Blue + a touch of Dioxazine Purple + a touch of Burnt
Sienna, making it turn gray. You want this to be a little on
the purple side and just slightly darker than the sky (hori-
zon). You will need to play with the mixture until you get
the right color and value. Load your no. 4 or no. & bristle
and block in the background mountains using broad,
l>ose, iImprassionistic strokes,

Underpaint Midoround Mountains
These are the larger, more dominant mountains.
They are painted the same as the background mountains
in step 3, but they are about two values darker. Darken the
rmountain mixture from step 3 by adding more Ulramarine
Blue, Burmnt Sienna and a bit more Digxazine Purple.

Load this color on a no. 10 bristle fairly heavily. Apply
the paint to the mountains heavy enough to ensure the
canvas is well covered. It's QK if you have brushstrokes
showing, and even a little texture is fine as long as all the
canvas is covered, Don't leave any hard edges along the
outer shape of the mountains.

ur




Orange. Add a small touch of the pur-
plish gray mixture, used for the moun-
tains, to slightly gray the mixture.

Load a no. 4 bristle and highlight the
background mauntains by drybrush-

ing on this highlight. The light source
is coming from the right side, so your
brushstrokes should be focused on the
upper-right side of the mountain peaks.

Highlight Midground Mountain:
Phase 1
This step helps you find the basic forma-
tion of the mountains’ inner structures.
Add water to the highlight mixture from
step 5. Load a small amount on a no.
4 bristle and begin scrubbing in the
basic contour of the inner parts of the
mountaing, Please remember you are
only locating the basic farmations. Major
details or highlights will be added later,

You will have to experiment with the
compositional arrangemaent of your
brushstrokes, If you're not happy with
them, start aver by painting out the area
you don't like with the gray underpaint-
ing color.
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Thla ut!'mﬁr:tphasa of snow. Cre shttint
\ by adding a very small touch nfCadmn.rnDrl'gutn
a little white, Load this mixture on a no. 4 bristle and
N, o begin laying in the snow-covered areas of the meuntain.
Keep in mind you have a couple of other layers of snow
to finish the highlighting process. All you're doing here
is locating the main masses of the snow areas. There-
fore, it's not necessary to apply the snow too heavily,

Highlight Mountains: Phase 3

By now you are probably begin-
ning to notice that this painting
technique builds layer upon layer, This
phase adds the brighter areas to the
snow masses created in step 7.

Load a no. 4 bristle fairly heavily with
the highlight mixture from step 7. Go
owver the areas you just established in
step 7 Apply the paint much thicker; at
this paint, you can make minor adjust-
ments in the shape of the basic snow
masses, Don't be afraid to experiment
and change things around,




really cold is to add ablumh purple
shadow on the back side of the high-
lighted snow areas.

Mix blue + a touch of Dioxazine

Purple + enough white to create a
medium value. If you choose to make

this more gray, add a little Bumnt Sienna
to the mixture. Take your no. 4 bristle
and scrub in a soft shadow on the back
side of all the main snow massas,

] Block in Distant Pine Trees

The midground pine trees
are one part Hooker's Green + about
one-half Dioxazine Purple + a touch
of Burnt Sienna. Of course, you will
want to add a little white to change
the value; this value should be about
two shades darker than the moun-
tain. As you can see, these are distant
trees; therefore, they don't need to
be very detailed but rather semi-
impressionistic and very suggestive.
Leave interesting pockets of negative
space to create good eye flow. Take
wvaur na. 4 bristle and block in these
trees loosely and quickly. Don't make
them too detailed, but still have fun

with this process!



 For this small area of the midground, you need
a middle-tone, mauvish gray made of Ultramarine Blue
+ a touch of Burnt Sienna + a touch of Dioxazine Purple.
Add just encugh white to create a middle-tane value.
Take your no. & bristhe and underpaint this area, making
sure the canvas is well covered,

Highlight Background Snow

This is a very quick, simple
step, so don't piddle, play or putter. Mix
a highlight color of white + a touch of

orange to create a tinted white, Thin this
tint to almost the consistency of melted
butter. Load a small amount on a no. 4
bristle and scrub in the highlights in this
area, keeping the highlights very soft.
You want to create the suggestion of
drifted snow. Don't get it too bright yet.
You can brighten the snow in a future
step if needed.




This step is almost identical to step
11. Create a mixture of Ultramarine
Blue + about one-eighth Burnt Sienna
+ a touch of Dioxazine Purple. Add
just encugh white to create a deep,
medium gray slightly on the purple
side. Load a no. 10 bristle and under-
paint the entire foreground using
broad, beold strokes. Make sure the
entire canvas is coverad.,

Snow: Phass 1

This step creates the main flow of the
snowdrifts. Beqin with a tinted white
(white + a touch of Cadmium Orange)

, Highlight Foreground

thinned to a very soft, creamy consis-
tency. Load a very small amount on
the end of a no. & bristle and scrub
in the basic snowdrift formations.

A word of caution: Be sure not to
overload your brush, It takes very little
paint to accomplish this first phase.
Too much thick paint will create large
masses of snow that will be hard to
blend out, so take it slow and easy
and be sure you create very soft,
blended edges.
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This step brightens the highlight on
the snow. The key to this phase is to
add a little more white to the tint from
step 14, which makes the color more
opague and brighter, The brighter tint
needs to be creamy, but not as thin
as the mixture in step 14. Load a small
amaunt on the end of a no. 4 bristle
and begin scrubbing this color on top
of the existing highlight. This should
substantially brighten the areas. Let it
dry and then repeat this step again if
you want it brighter.

6 Underpaint Dead
l Pine Trees
You might want to use a soft vine char-
coal to make a quick, rough sketch of
the trees’ basic shapes. Then double
load a no. 4 bristle with Burnt Sienna
and Ultramarine Blue. Use vertical,
choppy strokes 1o block in the entire
tres, Don't overblend the colors;
you want only te mottle the colors
on the trees so you can still see both
the Ultramarine Blue and the Burnt
Sienna. If you overblend, the trees
bacame one dark color and are not
quite a3 interesting.

Load the blue-brewn mixture on
a no. 4 round sable and paint in the
basic tree limbs. The limbs and details
will be finished in a later step.
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I 7Mix Burnt Sienna + a touch of Dicxazine Purple +

just enough white to create a nice, warm, soft middle-tone
value, Add water to make the mixture very creamy.

The secret is to load a small amount of paint on the
end of a no. 4 bristle and than make quick, vertical strokes
upward to create the clumps of grass, The arrangement
of each clumg is critical to the compaosition and eye flow.
Arrange each clump so your eye doesnt bounce around
the painting.

l.:_'?'.-’
&

Snow: Phase 3

It's time to really Bring the snow
to life. Put a fairly heavy load of
the highlight tint from step 15 on
a no, 4 flat sable brush, Smudge
this color using an upward comma
stroke at the bases of the trees and
at the bases of each of the clumps
of grass. Also apply this highlight to
any mounds of snow or areas you
feel need to be brighter. Don't be
afraid to let the colar dry and then
repeat the highlighting process
again. It sometimes takes several
applications of highlight to get
things as bright as you want them,

I Highlight Foreground
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I Highlight Pine Trees and Bushes

We want to create a highlight and barklike texture at the same time.

Create a mixture of white + a touch of Cadmium Orange + a slight touch of
Burnt Sienna. Make the mixture nice and creamy then load it fairly heavily on
a no. 4 round sable, Apply this highlight color using short, choppy, vertical
strokes all the way up the right side of the tree, graduslly fading this over onto
thie left side of the tree.

After you finish the bark, use a no. 4 bristle and the sarme highlight color te
drybrush a soft highlight on the top of each bush. | usually use a downward,
vertical stroke for this application,
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Mix Burnt Sienna + a touch of Dioxazine Purple
+ a touch of Ultramarine Blue. (The mixture needs to be on
the warmn side.) Thin it to a very thin, inklike consistency. Take
a no. 4 script liner and roll it in the mixture, forming a point an
the end of the brush. Paint in all the dead bushes, twigs and
weeds. Don't be afraid to put in quite a few so there is plenty
of overlap and good eye flow.

2' Add Weeds and Dead Bushes
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Add Miscellansous Details and Highlights

We are finally at the step where you can really put your artistic license

& will finish up their painting differently, but you will mosthy want

to do things like: add brighter highlights to certain areas; add more tree limbs,
ds or dead bushes; or even add a few birds flying in the distance.

WisE 2
In my painting, | used my no. 4 round sable to add thick dabs of the snow

highlight at the bases of the weeds and bushes. This gives the snow a little

sparkle, | also highlighted the mountain peak a bit. | used a no. 4 script liner to
add a few distant birds.

Study your painting and look for aneas you can improve. Remember my motto:
Don't piddle, play or putter. If you aren't careful, you'll probably overwark it and,
as a result, be unhappy. You can always improve on the next painting.




FULL PAINTING DEMONSTRATION

High-Conmnbry

If you've been studying my beol
television show for very long, yo
love to paint mountains and wa

grass, clouds, etc.

Plus, this particular painting is a little mpra' '
more comprehensive explanations ar.:mnﬁ '

.{

challenging painting, but the learning experien

and let's get started!







to be too accurate, but, because the composition is
more complicated in this painting, it's probably a good
idea to spend a little more time making sure you're
very satisfied with the arrangement of objects. If you're
pleasad with your sketch, you won't need to alter things
too much when you get further along in the painting. As
always, use a no. 2 soft vine charcoal for the sketch.

Block In Sky

You will create two color mixtures. The first is
a nice, soft, golden hue for the horizen: Mix one part
white + about one-eighth part Cadmium Yellow Light
+ about one-eighth part Cadmium Orange. Create the
darker mixture of ane part Ultramarine Blue + one-
eighth part Burnt Sienna + one-eighth part Dioxazine
Purple + about one-fourth to one-half part white,
depending on the value you desire. Make both mixtures
very creamy.

Load a hake brush with the horizon coler and paint
large "X" strokes all the way to the top of the canvas.
While this color is still wet, start using your darker mix-
ture at the top and begin blending downward, creating
irregular packets of negative space 1o suggest semis-
tormy clouds.




- step, whi :#m thuﬂty a much brighter glow. Load

: 'lm.r Alat sable with the horizon color. Starting at the
area just behind the mountain, apply the color and care-
fully blend it along the base of the sky. You want the |
sky to be a litthe brighter on the right side, just behind |
the large mountain. You can make this sky as bright as
you want, so don't be afraid to repeat one or two more

P times. Take your no. 4 round sable and paint a silver lin-
] | o ' ing along the edges of some of the darker clouds using
; 2 the horizon color,

Block in Background Mountain

Use a no. 4 flat bristle to paint in the mountain
farthest away. You can use the dark mixture from step 2
if it's the correct value (it needs to be about two to three
shades darker than the sky). However, if the mixture is
too dark, add a little white to change the value.
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Darken the mixture '_|":I-l.! used in Etﬁp-ﬂﬁ)’abnut two
values by adding a little more Dioxazine Purple, a little more
Ultramarine Blue and a little more Burnt Sienna. Load a no. 4
bristle and paint in the midground mountain. Make sure the
rountain has a very interesting shape. Take the same mixture
and darken it a litthe more, Using the same brush, block in the
very foreground mountain.

Highlight Mountains: Phase 1
Create a highlight color of white + a touch of Cadmium
Orange. Thin the mixture so it's very creamy. This is only phase
1 of establishing the basic structure of the mountains, so don't
highlight too brightly yet. Allow more meisture on your brush
and use less paint to assure the highlights are not too bright,
Load a small amount on your no. 4 bristle or no. 4 flat
sable (you may want to test to see which one works best for
you). Paint the highlights, creating very interesting pockets
of negative space, giving the mountains the appearance of
being three-dimensional,
Paint the very front mountain the same way, but add a little
maore Cadmium Orange to the mixture.
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Be sure you are pleased with the way you shaped
your mountains in step & before you begin the second
phase of highlights. Take the same mixture you created
for the foreground mountain highlights and increase
its intensity by adding a bit more white and a bit more
Cadmium Orange. Apply the highlight a little more
opaquely so the result will be brighter, Load a no. 4 flat
sable and rehighlight the areas you already highlighted
in step &. Do not cover up any of the negative space
you've already created.

Apply Mist at Base of Mountaing

Create a mixture of white + a touch of Ultramarine
Blue + a touch of Dioxazine Purple. This should be a

nice, soft, bluish purple color definitely on the blue side.
Load a small amount on 2 no. 4 bristle and begin scrub-
bing in this color, using a very tight, circular motion.
scrub your way up and then scrub your way down,
creating a soft mist.




Paint Distant Pine Trees

Create a mixture of one part Hooker's Green + about cne-fourth
part Dioxazine Purple + about one-fourth part white. This value needs
to be about three values darker than the value used on the mountains,
Use either a no, 4 flat sable or no. 4 bristle to paint in the distant pine
trees. Be careful not to make them too detailed; they should be only
suggestive in farm.

Underpaint Rock Formations

I This is always a fun step. Instead
of creating a specific color mixture, you will
mottle several colors on the carvas to under-
paint the rack formations. With a no. 4 or no.
& bristle, and using mast of the darker values
[Ltramarineg Blue, Burnt Sienna, Digxazine
Purple, Burnt Umber, ete.), begin mottling
these colors in the areas where the rocks go.

As you're mottling, add touches of white
to the rocks to create three values. These
values will be used as follows: The back
rocks will be the ightest value; the middle
racks will be the medium value: and the
foreground rocks will be the darkest value,
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Mix white + a touch of Ultramarine Blue + a
touch of Dioxazine Purple. This particular color should
be a little darker and a bit mare on the purple side than
the mist you painted in step 8, Use a no. 4 or no. & bristle
to underpaint the water. Cover the canvas very well, as
well as the edges of all the rocks.

l Highlight Rock Formation

Mix white + a touch of Cadmium Orange +
a little bit of Ultrarnarine Blue, Remember, blue is the
complement to orange, so we use it here to gray the
orange. Make the mixture very creamy and load a small
amount on a no. 4 bristle. Keep in mind the light source
is from the back-right side, so when you highlight,
highlight the top-right side of each of the rocks. You
can increase the brightness of this highlight later, so
be careful not to averhighlight. Be sure your rocks
have very good shapes, each unigque from the others.
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I First, create a mixture of white + a touch of
Cadmium Orange to create a tint. This should still
appear white, so if your mixture has too much crange,
make sure the white is dominant in the mixture. Make
the tint very creamy and then load a small amount on
the very tip or chisel edge of a no. 4 bristle. Then, hold-
ing your brush horizontal to the canvas and painted
straight at it, start at the top of the waterfall and pull
gownward with a very light, dry-brush stroke. Use this

process lightly all the way down as you do each section
of the waterfall,

Underpaint Meadow
Starting at the base of the meadow, use a no.

10 bristle and mottle on Hooker's Green with touches
ot Burnt Sienna and Dioxazine Purple. Apply the paint
fairly thickly. As you go upward toward the top of the
meadow, begin adding touches of Thalo Yellow-Green,
Cadmium Yellow Light and Cadmium Orange.

While everything is still wet, take your brush and,
beginning at the top of the meadow, push the grass
upward, working your way down to the darker areas.
This will create a grasslike texture. The paint needs to
be applied fairly thickly in order for this technique to
wark properhy.




R e
Underpaint Water

I Mix one part Ultramarine Blue + one-fourth part Hooker's Green
+ about one-eighth part Dioxazine Purple. Load a no, & bristle fairly heavily,
Starting at the bottom of the canvas, begin applying this color using short,
choppy, horizontal strokes. As you move up toward the waterfa
ing touches of white to create various value changes until you have achieved
approximately three value changes from light to dark. However, notice that
the area along the shoreline is darker.

Underpaint Water's Edpe

l (‘; Mottle sorme dark colars as you
did when underpainting the rocks in the
waterfall. With a no. 4 or no. & bristle,
take Burnt Sienna + touches of Ultrama-
ring Blue and Dioxazine Purple, Scumble
these colors along the shoreline and up
toward the grass. You may want to add
touches of white to create some miscel-
lanecus value changes. This area will
eventually become rocks, so it's QK if

leave a lot of brushstrokes and even
more texture,
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, Use the ariginal rock highlighting mixture
of white + a touch of Cadmium Orange and a little
Ultramarine Blue, which will gray the color so it will be a
little softer. Load a small amount on a no, 4 bristle; you
can also use your no. 4 flat sable. Begin highlighting the
smaller rocks and pebbles along the shoreline. Once
again, be careful not to averhighlight. We will apply the
final highlights later.

Ripple and Highlight Water
j Create a water highlight color of white + a slight
touch of Ultramarine Blue + a slight touch of Hooker's
Green. This is only a tint, so don't add too much calor.
Make the mixture nice and creamy and load it fairly
heavily on a no. 4 round sable. Starting at the base of the
waterfall, begin highlighting the water by using short,
choppy, horizontal strokes, creating numerous, interest-
ing pockets of negative space. It's important to reload
your Brush very often to make sure the highlight color
stays nice and bright.
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slight touch of white to create a nice
madium-ta ¢ bronemish gray. L

a no, 4 flat »aint in the large
dead tree on the right 5

paint in the close

Underpaint Large Pine Tree

Mix one part Hooker's Grean + ong-iol
one-fourth part Burnt Sienna, This should be 3w

or. Before yvou start painting, you may want to take yo 4
ncil and draw a rough sketch ol ihes
ad a no. 4 or no. & bristle with the tree mis. Turm SRS
A he ree, start dalbbee

color, working your way outward and upward. This will gracsies
shape of the tree. It's important that you put the paint on fair e

tree has a little t




;2' Highlight Live and Dead Pine Traes
I Ta highlight the large live tree, mix Thalo Yellow-Green + a touch of
Cadmiurm Orange + a touch of Hooker's Green, You can adjust this color to fit your
own taste by adding mare or less of any of the lighter colors. If yau want more of 2
greenish highlight, add more green, a touch more yellow or even orange. Load the
very tip of your no. 4 bristle and dab this color on the right side of the pine tree
Mix the highlight color for the dead pine trees—white with a slight touch of
Cadmium Orange and Burnt Sienna. Using short, choppy, vertical strokes with
ano. 4 round sable, highlight the left sides of the dead trees, Then highlight the

topsides of the fallen logs
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FULL FAINTING DEMONSTRATIGHN

s
For many artists, one of the mostin

paint is a dramatic sky formaﬁ'@ﬁ;i
and inspiring to look at, and th

As you begin the blending process f
watch for unigue, interesting shapes that ac
time to time as you paint. Though you may be C
formations as a quide, it's impossible to create the exact 2
Use your artistic license and just let the clouds ap
a formation you like, leave it alone. .
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Underpaint Mottled Background
It"s important to completely cover
the canvas with a grayish, mottled color.
This background color will show thraugh
in some of the less blended areas of
clouds, and it helps your eyes adjust to
the blending process mare efficiently.
Begin applying gesso with large “X*
strokes of a hake brush. As you go, bagin
adding Ulramarine Blue, Burnt Sienna
and maybe a few touches of Dioxazine
Purple. The trick is to mottle them wuntil
you have a nice, grayish background.
Mote: Do not overblend. It's OK to
see brushstrokes.

Greate Basic Sketch

Use your soft vine charcoal to draw a simple sketch of the basic moun-
tain layout and basic location of the waterfall and rock formations. It's not

necessary to sketch in all of the cloud formations, because they will change
their shape as you blend therm,




Underpaint Clouds

This is a fairly difficult step to explain without actually
showing you in persan, but | will do my very best. First,
take your no. 10 bristle and load it with a small amount
of gessag; then begin scrubbing the gesso on the canvas
using the side of the brush

While the gesso is still wet, begin adding touches of
Lltramarine Blue and Burnt Sienna, plus a little Dioxazine
Purple. Scrub these colors together, creating various val-
ues and hues. The most important thing is to create very
unigue, interesting pockets of negative space.

Rinse your brush and reload it with white and touches of

Cadmium Red Light and Cadmium Orange. Scrub softly

around your sketch (o need to be exact] to create a sun-
set effect. Scrub the same mixture in soft, warm highlight
areas around the darker cloud formaticns. Be sure the miix-

ture you are working with is creamy and all the cloud edges
are soft. You will have to experiment with different brush
prassuras and the wetness or dryness of your mixture to
achieve proper blending.

Highlight Sky

4-Ewit-a:h to your no. & or no, 4 bristle. Use your palette
knife to mix white + touches of Cadmium Yellow Light
and Cadmium Orange. This should be a soft, medium
gold tone on the orange side. Load a small amount on the
brush and begin scrubbing in the brighter color, creat-
ing a nice, warm contrast against the darker gray clouds.
Because acrylics dry a bit darker, you may want to repeat
this process until you're happy with the degree of bright-
ness. You may need to go over the area two or three times
b achieve your desired look.




Add Silver Linings and Sun Glow

The sky really starts coming alive
in this step. Mix a small amount of
highlight color (white + equal parts
Cadmium Yellow Light and Cadmium
Orange). Load a no. 4 flat sable and
paint in the sunglow around the back
edge of one of the cloud formations—
make sure this is not too high in the sky.
Gradually fade the glow out from the
main source so there is no hard edge.

Take a small amount of this color
and add equal amounts of white to
lighten it. Load the very tip of a no, 4
round sable. Faint the silver linings
on the edges of the clouds as seen
in this photo.

Underpaint Mountains
Mix a very light, soft, grayish
purple from white + a touch of Ultra-
marina Blue + a touch of Burnt Sienna
+ a touch of Dioxazine Purple. Use a
no. 4 flat bristle to block in the very
background mountains.

After you have done that, slightly
darken the mixture you just made
with a little more Ultramarine Blue
and Burnt Sienna. Paint in the middle
group of mountains.

Darken the mixture with a bit more
Ultramarine Blue, Burnt Sienna and
Dioxazine Purple. Block in the rock
area above and arcund the waterfalls.
You should have three value changes.

Highlight Background
Mountaing

The highlight color far this step is
white + a touch of Cadmium Yellow
Light + a touch of Cadmium Orange.
Thin the mixture to a very thin, creamy

consistency. Load a small amount on a
no. 4 flat sable. Use very light, choppy
strokes to paint the highlights; leave
wery interasting pockets of negative
space to create the suggestions of
cracks, crevices and ridges.

Repeat this step as often as neces-
sary until you're happy with the bright-
ness of the highlights. Be very careful
not to create the same repetitive
shapes over and over. You want your
mountaing to have irregular pockets

of negative space.




Underpaint Mist and Waterfall

Create a very soft, clean, bluish color by mixing twe
parts white + one part Ultramarine Blue. Add a slight touch
of Dioxazine Purple; be sure not to get this mixture too
purple. Load a very small amount on the end of a no. 4 flat
bristle. Beginning at the base of the mountain and the top
of waterfall, use small, tight, circular motions and gradually
scrub in the mist, feathering upward.

Reload the brush and undergaint the area where the
waterfall is going to be, Be sure the canvas is well covered
and the edges are blended out very softly.

Highlipht Rock Formations

This is where the challenge begins: Creating the
rocks is a difficult process for most artists. Take the high-
light mixture from step 7 and add a bit more Cadmium
Orange to make it richer.

Load a very small amount on the tip of a no. 4 flat bristle
and carefully paint the highlight that forms the shape of the _
rocks, (You may have to add a little more water to thin the
mixture to help apply the highlight easier) Keep in mind
that the sun is above and slightly to the laft of your rock for-
mations, Make sure every rock has its own indnidual shape
and they overlap each other in an irmegular fashion. Repeat
this process to brighten the rocks and to passibly change
the configuration of the rock formations. Don't be afraid
to paint out an area and start it aver, if necessary.




Load the very tip of a no. 4 bristle with a very

/

small amount of creamy white. With a light touch, start at
the top of the waterfall and very carefully drag downward
about 2 inches (S5cm) to form the waterfall's first drop.

At the bottorn of this section, repeat the same stroke
to form the second drop. The last drop goes all the way
off the canvas. Use avery light, soft touch,
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Paint Foreground Mist

I Load a small amount of the bluish mist color from
step 8 on the end of a no. S bristle. Start at the bottom
of the painting and use tight, circular motions to create
mist, Begin blending upward all across the bottom of the
painting and up to the base of the rock formations and
across the waterfall. Be sure this is a very gradual fade as
you go up toward the rock formations. It's critical that you
don’t leave any hard edges as you blend up into the rock
formations. It's also important that you don't overblend in
an area, or you will rub a hole in the mist. Be careful.
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} Paint Pine Trees

Create a soft, grayish green mixture of Hooker's

Sienna + enough white to create the proper value for your
painting. Load a no. 4 flat sable and begin painting the
trees along the top of the ridge of rock farmations.

=lightly darken the mixture by adding a touch more
Hooker's Green and Dioxazine Purple. Switch to a ng. 4
bristle and paint the foreground trees. Remember to create
a wide variety of shapes, sizes and interesting pockets of
negative space around the trees.

Green + one-fourth Dicxazine Purple + one-fourth Burnt , A Datails and Highlights

In this step, let your artistic license be your bast
friend and have fun applying various details that fit your
own way of thinking and that would most effectively fit
your compasition, color scheme and value system.

| added a couple small waterfalls to the left of the main
waterfall. You may need to add only one, or none depand-
ing on the arrangement of your rock formations. It's prots
ably a good idea to add a few dead pine trees or maybe
even a fallen log across the waterfall using your no. & scrgt

liner. Be careful not to make it too busy.



Add Sun Rays and
; Silver Linings
. This is the final step, but balieve

it ar not, it can make or break

your painting, so follow these

instructions carefully
First, create a small amount of
e tinted white (white + aw g
- e _ touch of Cadmium Yellow Light).
amy @ Vary sma Il am ount on

the tip of a no. & bristle and then

S wipe most of it off with a paper

. Starting at the

w, using very light pres

, ‘ sure, skim the brush along the
surface of the canvas with quick

straight strokes; work vour way

around the sun like spokes on a

wagon wheel, You can g

these ra

wish until you get them as bright
you want, but keep them vary

soft. You alzo brighten the

silver lining on the il anid

edg the mountains,
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Clotimsy Statement

| hope you enjoyed this study of a beautiful sunset, stormy sky and waterfall.

There were many things to learn here, The most important thing to remember
is not to overblend, overhighlight, or add too much detail, don’t want any
objects to compete with the main focal area, which is the sunburst and rays
shining on the mountain and waterfall. Also, | might ment hat if you are
ggling with any of these steps, don't frustrate yourself by using them on

i to get a scrap canvas and practice whatever it is

ou're comfortable with the technique and process

.AppljrthnL -
 This example of cloud formations wa

- taken from one of ry paintings, antitied

Drasert Dreams. | thought this would
be a perfect example of how you can
use the technigue for creating stormy
skies. With many different varieties of
values and tonal changes, this painting
is uniguely interesting. In addition, the
original artwork is a fairky large and nar-
row vartical painting, which is one of the
more challenging shapes for creating a
good compedition. Howenvar, when using
the scumbling technigue to create the
irrggular shapes of the clowds, it's much
easier to make adjustments in the shapes
and forms of each cloud formation.

The important thing to remember is
if you're geing to do a vertical painting
of clowds, it's much easier to start at the
bottom of the sky or at the horizon area
Then you can work your way upward.
Motice that in this particular painting,
vour eve flows gracefully up the center
of the sky, weaving its way in and out of
the unique pockets of negative space. |
want to remind you that you don't want
to have any areas of eye flow that lead
your aye off the camas without an easy
weay back in. | hope yvou enjoved and
learmied a lot fram this study—especially
b o ke your work unique!




Acrylic paint, 13

Aleshal, denatured, 15
Arches, creating, 78-83
Autumn Wonders, 2-3, 88-89

Banks, eroded, 50-52
Bark, tree, 90-91
Basic color list, 13
Bleach, chlorine, 15
Blending, 10
Blocking in, 12
Boards, canvas, 18
Bristle brush, 14
Brush cleaning tips, 15
Brush, parts of, 15
Brushes, 13-14
Buzhes, 73, 114-114

Carvas, 18

Charcoal, 19

Cleaning of brushas, 15

Cliffs, 50-52

Clouds, 135. See also sky
Color complements, 10

Caolor list, 13

Color value, changing, 12
Colorwheel, 10, 12,13, 21
Colors, mixing of, 13, 94-97
Complementary colors, 10, 13
Complements, understanding, 21
Conté pancil, 19

. Cracks inwood, 27

f@amy paint consistency, 10
Creek Runs Through It, A, 53

bbing, 10
sies, 52

tured alcohol, 15
Drearns, 181

Dirt road, 34-37

Double loading, 10

Dowel reds, 20

Dried paint, saftening of, 15
Drybrushing, 10

Drying of brushas, 15

Easal, 18

Economy grades paints, 13
Edges, softening of, 10

Ellipses, 39

End Of The Rainbow, 5-6, B2-83
Ercded banks, 50-52

Eye flow, 10

Falling snow, 102-103
Feathering, 10

Fence posts, 26-27, 71-72
Flowers, 25. See also wildflowers
Foliage. See leaves

Gesso, 11
Glaze, 11, 48
Grades of paint, 13
Grass
at base of rocks, 48
clumps, 22, &6, 71-72
highlighting, 24, 35, 40, 52, &1
under trea, 87
underpainting, 22, 35, 40, 51, 59
Graved complements, 21

Hake brush, 14
Heaven's Warning, 76-77
High-Country Waterfall, 118-119
Highlighting

dirt, 30, 70

fence, 27

grass, 24, 36, &1

leaves, B5-B&

pebbles, 32-33

rainbow, 81

road, 35
shareline, 66
smoww, 92=93, 100, 111-114
stones, 40, 43
trees, 68, 91, 98-99
waterfall, 126

Horizan line, &4

indian Fony, 29
Inky paint consistency, 10
Intermediate colors, 20

Just Chillin®, 45

Knife, palette, 19
Knotholes, 27

Leafy trees, 84-89
Leaves, 84-8%
Lighting, 18
Lightning, 74-77
Limbs, tree, 86

Liner brush, 14
Loading brush, 10
Logs, fallen, 120130

Mahlsticks, 20

Materials, 13

Meadow, 124

Mildew prevention, 15

Mist, 123, 137, 139

Mottling, 11, 134

Mountains, 79-82, 107-109, 121-123,
136-137

Mud puddles, 70-73

Natural light, simulation of, 18
Negative space, 11

Ocean waves, 54-57

Faint, acrylic, 13




LE

Paint, consistency of
creamy, 10
inky, 11
Paints, placement on palette, 17
Palette
glass, 15,17
lirmited, 13
setting up, 16-17
Sta-Wet palette, 15=16
wet, 15-17
Falette knife, 19
Pastel pencil, 18
Fathway, stone, 38-41
Peace Be Still, 7-8, &7
Peaceful Waters, 62-63
Peblles, 23, 30-33, 71
Fine trees, $¥0-93, %4-101, 110-115,
124, 128130
Prestretched canvas, 18
Frimary colors, 20
Professional-grade paints, 13
Puddles, 70-73

Rainbows, T8=83

Reflected highlights, 48, #1
Reflections in water, 64-67

Ripples (in water), 58, 128

Road, dirt, 34-37

Rocks, 23, 46-49, 55-56, 59-50, 124
Running water, 58-63

Ruts [in road), 36

Sable brush, 14

Seript liner brugh, 14

Scrubbing, 12

Scumbling, 12

Seascape, 04=57

Secondary colors, 20

Shadows, 23, 31, 41, 47, 26-97, 110

Shoreline, 65-6&

Silver linings, 134, 141

Sky, 54, &4, 74-77, 78-83, 106, 120121
See also clouds

Snow
at base of tree, 92-93
and blue shadows, 110
falling, 102-103
true coloring of, 104
Snow Country, 104-105
snow-covarad pine treas, F4=101
Snowflakes, spatter technigue,
102-103
Soft vine charcoal, 19
Spattering
dirt, 31=32
pebbles, 71, 110
snaw, 102-103
Spot highlighting, 93
Spray bottle, 19
Stedi-Rest, 20
Stone pathway, 38-41
stone wall, 42-44
Stormy Skies, 132-133
Storrmy sky, 7477
Stream bed, 58
Stretched canvas, 18
Student-grade paints, 13
Stump, dead, &7
Sun glow, 136
Sun rays, 141

Tertiary colors, 21
Toothbrush, 23, 102-103
Transparent colors, TE-83
Trees

background, 95

bark, $0-21, 115

dead, 20-53

distant, 6564, 110, 124

foreground, 95

leafy, B4-8%

limbs, 84, 91

pine, 90=93, $4=101, 110=115,

124, 128-130
trunks, 87

Underpainting
clouds, 135
dafined, 12
dirt, 22, 30, 70
fence, 26
leaves, 85
puddles, 71
rainbow, 80
road, 34
snow, 72,99, 111=112
stones, 3%, 43
treas, 90, 129-130
water, 55, &4, 127

Value, 12
Viewing distance, 12

Wall, stone, 42-44
Wash, 11
Water
calm, 64567
highlighting, 55, 50-61
puddies, 70-73
reflections in, 64—47
ripples, 53, 128
running, 58-43
splashes of, 56
underpainting, 55
Waterfall, 125-126, 137-138
Water's edge, 127-128
Waves, 54-57
Waterfall, 125=124, 137-138
Waves, ocean, =57
Weeds, 24, 27, 73, 116
Wildflowers, 26-28.
See also flowers
Wood grain, 27
Wood, weatherad, 26-27
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