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Setting Up Your Palette

Here are two different ways to set up your palette.

PALETTE 1
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The Sta-Wet 12” × 16” (30cm × 41cm) plastic palette-saver box comes with a large sponge, special palette paper and an airtight lid.
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Saturate the sponge with water. Lay the sponge inside the palette box.

[image: ]

Next, soak the special palette paper and lay it on the sponge. Place your paints around the edge. Don’t forget to mist your paints to keep them wet.
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When closing the palette-saver box, make sure the lid is on securely. When the palette is properly sealed, your paints will stay wet for days.

PALETTE 2

Instead of using the sponge or palette paper, another way to set up your palette box is to use a piece of double-strength glass in the bottom of the palette. Fold paper towels in long strips and saturate them with water to hold your paint.
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Lay the saturated paper towels on the outer edges of the glass.
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Place your paints on the paper towel. I place my paints on the palette in this order: Titanium White or Gesso, Cadmium Yellow Light, Cadmium Orange, Cadmium Red Light, Hooker’s Green, Burnt Sienna, Burnt Umber, Ultramarine Blue, Dioxazine Purple, Brilliant Yellow Green, Alizarin Crimson
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Use the center of the palette for mixing paints. Occasionally mist the paper towels to keep them wet.
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To clean the palette, allow it to sit for thirty seconds 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 testing 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 more advanced in your skills, you may want to learn to stretch your own canvas. I do this as often as I can, but for now a 16” × 20” (41cm × 51cm) prestretched cotton canvas is all you need for the paintings in this book.

EASEL

I 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 north light, but most of us don’t have this light available in our work areas. The next best light is 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.
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16” × 20” (41cm × 51cm) stretched canvas

SPRAY BOTTLE

I 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 from a beauty supply store. It’s important to keep one handy.

SOFT VINE CHARCOAL

I prefer to use soft vine charcoal for most of my sketching; it’s very easy to work with and shows up well. It’s also easy to remove or change by wiping it off with a damp paper towel.

CONTé PENCIL

Usually 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. So sometimes I like to use a Conté pencil. It’s a soft, white, French pastel pencil, and it must be a no. 13. This shows up well on dark areas and is easily removed with a damp paper towel.

PALETTE KNIFE

I do not do a lot of palette-knife painting; I mostly use a knife for mixing. A trowel-shaped knife is more comfortable and easier to use than a flat knife.
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1. Spray bottle

[image: ]

2. Soft vine charcoal
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3. Palette knife
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4. Conté pencil

A WORD ABOUT MAHLSTICKS AND THE STEDI REST SYSTEM

All 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 working on something 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 to these problems is called a mahlstick. I use it, along with a little gadget called a Stedi-Rest.

These photos show the use of a mahlstick both with and without the Stedi-Rest. Either way, a mahlstick is a must for most painters. Really, a mahlstick is nothing more than a dowel rod about 36 (91cm) long that can be purchased from any hardware store. The Stedi-Rest must be purchased from an art store. The mahlsticks I stock are handmade from special woods and finishes.
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Attaching the Stedi-Rest is a simple matter of screwing the bracket onto the side of your stretcher strip.
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Placing a Stedi-Rest on each side of the painting will allow you to work in several different horizontal positions.
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Using your mahlstick on only one side of the Stedi-Rest allows you to work from several different angles.
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The mahlstick can be used without the Stedi-Rest by placing it at the top of the canvas to give you more vertical positions.




 
Terms and Techniques

COLOR COMPLEMENTS

Complementary colors are always opposite each other on the color wheel. Complements are used to create color balance in your paintings. It takes practice to understand the use of complements, but a good rule of thumb is to remember that whatever predominant color you have in your painting, use its complement or a form of its complement to highlight, accent or gray that color.

For example, if your painting has a lot of green in it, use its complement—red—or a form of red, such as orange, red-orange or yellow-orange. If you have a lot of blue in your painting, use blue’s complement—orange—or a form of orange, such as yellow-orange or red-orange. The complement to yellow is purple or a form of purple. Keep a color wheel handy until you have memorized the color complements.

CREAMY

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

DABBING

This technique is used to create leaves, ground cover, flowers, etc. Take a bristle 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 effect.

DOUBLE LOAD

Often it is necessary to put two colors on your brush to create a mottled effect, create special blends in a sky, or underpaint certain things like large, grassy areas, tree trunks, rock formations, etc. To double load, simply put one color on one corner of the brush and another color on the other corner of the brush. Then blend them together on the canvas itself.
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To prepare your bristle brush for dabbing, spread out the end of the bristles like a fan.

DRYBRUSH

This term 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 towel or another surface. Once the brush is properly loaded, very lightly skim across the surface of the subject you are painting with very light pressure. Thus you have created a dry-brush effect.

EYE FLOW

Eye flow is the movement of the viewer’s eye 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 composition (design, negative space, “eye stoppers,” overlap, etc.), your paintings will naturally 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 technique.

GESSO

The reason I put gesso on this list is because many of my students from around the world ask the question, “Why do you use gesso instead of white paint?” The answer is simple: Gesso is very opaque, and acrylic white paint is more transparent. For years, artists have been complaining about their acrylic paintings looking too “plastic.” I used to complain, too. However, I discovered that because gesso is opaque (especially the thick gesso I use), mixing with acrylic takes away the plastic look. Gesso also softens colors, is much easier to blend and is great for creating texture. I have actually had judges at art shows think my acrylic paintings look like oil paintings because of my use of gesso, which adds more body to the paint. Be sure you use the thick, heavy-bodied gesso.

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 must dry before you apply the next.
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Here is an example of good use of negative space. Notice the overlap of the limbs and the interesting pockets of space around each limb.

INKY

Inky is a term I use whenever I 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. I 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. So when you create an inky mixture, be sure it has a similar consistency to that of India ink.

MOTTLED

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

NEGATIVE SPACE

This is the area of space surrounding an object that defines its form.
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Here is an example of poor use of negative space. Notice the limbs do not overlap but are evenly spaced instead. There are a few pockets of interesting space.

SCRUBBING

Scrubbing 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. Scrubbing is more of a rough application of painting. Normally you will use bristle brushes to scrub because they can take the punishment this technique creates on a brush. Take the paint and use any and all parts of the brush to apply the paint in certain areas where a much rougher finish is acceptable. Use different pressures 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 directions to create effects such as clumps of foliage, clouds, hair, grass, etc. The direction of the stroke is not important for this technique.

SIX-FOOT VIEWING DISTANCE

I thought it would be a good idea to 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 not focus properly and you will generally make more mistakes. You can see some things properly only from a distance, especially things like perspective and proportional issues. You may have heard the old saying “You are too close to the forest to see the trees.” This applies perfectly for artists. When you’re painting, stand back about six feet every few minutes, not every hour. This allows your eyes to focus properly so 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 difference in the quality of your work.
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You can change the value of a color by adding white.

UNDERPAINTING OR BLOCKING IN

These two terms mean the same thing. The first step in all paintings is to block in, or 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

Value is the relative lightness or darkness of a color. To achieve depth or distance, use lighter values in the background and darker values as you come closer to 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.





Introduction

Hopefully by now you have had a chance to become familiar with the basic techniques of landscape painting through my previous books. Until now, we have only scratched the surface. Keep in mind that painting requires a lifetime of learning, practice, patience and experimenting. In this book, we will explore the many different areas of landscape painting that often create problems for most beginning and intermediate artists.

Over the years I have realized—for myself and my students—that sometimes the best way to learn new techniques, subjects and styles is to do a series of what we call thumbnail studies or paintings. Thumbnail paintings are small practice segments of a painting you may be struggling with; thumbnails are done on scrap canvases. Maybe you’re painting a landscape with a beautiful 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 the rocks. Or maybe you just can’t quite get 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. You will be less concerned about messing up on the thumbnail-study 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 on 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. I know you’ll love this way of learning. It will be exciting, fun, and very informative. So grab your paints, brushes and some scraps of canvas or canvas boards and let’s get started.
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Peace Be Still

12” × 16” (30cm × 41cm)
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Peaceful Waters

12” × 16” (30cm × 41cm)

